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I_I 

SAVING NEITHER Ihr skill knowl¬ 
edge, mir insight, I would not presume to instruct twi in daitical Oriental painting 
(ri lmi<|ia*\ Painting in tin* Orient n a Iliur-hoiMiml skill drxrlujinl through an un¬ 
derstanding of calligraphy and it* attendant tnnl* and material*. Even toda>. Oriental 
watcrcolors relate more closely to calligraphic — drawing — skills than to the more 
familiar Western approach, which calls for the manipulation nf larger color forint. 
Accurate representation of nature is nut critical in Oriental painting. Uit the imrw- 
ltd realization of the emotional impression of natural forms in their environment is 
paramount. 

In this text, you and I will be cxmcrnird with Ihr tools and materials of llir East 
and I low to adapt them iui Western w at menhir painting. Hopefully. with grealri un¬ 
derstanding of these unfamiliar materials. you will develop sufficient interest to lead 
you to deeper investigations and experimentations of your own. The end result rnay 
he paintings which will combine both Western and Oriental attitudes into unkjUL- 
works of a highly personal charactrr. 

My pointings were influenced by a host of watercolorists w hom I've long udmired 
and. in some coses, tnrd to rmulate in the pursuit of "style.” When it liecaim- obvious 
that I could not In* “llirtii." my only recourse was to inr all the things I had learned 
from these talented |iamters and simply lie myself 

Mv experimentations with Oriental tools (n combination with tlie more lam i I inr 
Western materials has led to paintings uf nature in which I use suit colors in nncoiu- 
nlk-ated compositions. It has proven to he a very satisfying way br me to convey my 
feelings for nature In its many changing, shilling forms 

I am not particularly concerned with specific semes and places. I am more taken 
with the idea that my paintings should represent the "universal" landscape, cityscape, 
or still life. If my painting of a harbor should remind you of Stony Brook Harlan, 
that's fine. It is only significant that I've successfully painted (hr you and lor me the 
/erf wig ol a harbor, bathed in a soli morning sunlight. 

Many of my paintings are developed from memories of othrr times and plates. 
Given a little stimulation—a nndge to my senses, a sound, peihaps changing fijd't nr 
time of year — a mental picture is sometitnrs recalled. Use outlines may be blurred, 
but emotional clarity is there 

I would like to suggest a final thought to you. The more competently you develop 
vour <h iwing skills, tin luippier you will lie with your puinttng' If sou dsnulil find tin- 
progress of a painting disquieting, it may be your inability to logical!)' and .icvtiratrly 
locate forms in spucr rather than any shortcomings in the technical handling of tools 
and pigment 

In the chapters here I will introduce » varirty of materials and techniques which 
may he unfamiliar to you. 1 think you will find the experience of using these "new" 
old hmb provocative and rewarding. I wish you wed. 
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1. BRUSHES 



Idyll, IF l IF l3H ( 4H cmi pnratr coUrrttr* I hr mafar prohUm In thu /minting urn in 
ninlrvllinii nmlnutr—Urer acuiiut Knoll. dark ccuiml light. and a arnar of ptmr nmilnit 
agitation Brcamr I hr largr Irrr nui and Hi reflection domlnalrd I hr crntrr of tin [moiling If 
um lmj«rrufHr to Intern r fill furtr liy Imluding thr Imfr of I hr inu >U rahn flthrrman 
mih«J/y itanihmg In An rowboat, cartmg Into the man of ihadout and rrflectrd notation Thr 
mirror rrflrrtUm of thr man end boat tuggrrt* thrrr li iu> \trrng morrmrnt In thr iMlrri 
mrfacr. furl at I hr rati Imtfr «>/ Imri although ertite In opprttronrr, tom ry% thr frrling of 
cahn uatrrt through I hr clarity of lit form 
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HAVE A Ur ©' (win I me hanging in 
mv studio. II o>ntains one Chinese wind, the calligraphic symbol lot Buddha It is a 
lieauliftil jtk* uf work, painted with Mark ink, and tl*e strokes are confident. sigrn- 
Oiis, and precise. The painting » three fret In five* fcet—and the artist used a house- 
Imkl hrnom for a Imish! In I Ik- hands id this talenlrsi calligrapher the hroom lw-tainr 
the ideal tool, as fully satisfying and functional as a red sahle hnish might I* lor you 
and me 


CHARACTERISTICS Of THE MUSH 

Hie hnish. (or all its mam sophisticated functions, is really a sery simple instrument 
It b no inorr than a handle to which a kindle of halts have liecn attaches! Its liasic 
function is to carry und dutiilnitr a quantity nl pigment onto a surface. Given this 
simple description, it is astonishing to rt-uli/r the large variety of brushes available to 
the pamter Brushes can dilfrr in the type of liair and its epial.iy and quantity. in the 
length uf hair laith outsiik* anil utvidr the trrrulr. and in the maiiiH-i in wink tike* 
liairs are ImxmuI toge the r The handle- can also vary in length, shape, and thickness 

'Ihe demands which we impose un our brushes determine which hnish will best 
sens? our needs. The ealligraplier who did tin* painting on my wall used a bmotn. not 
for the novelty of it, hut lu-caus*- it gave him the |M*rfortnauee luv artistic espression 
required. 

What should We, us watercolorists, require of our brushes? I think you would 
agree that our limshes sliould do what wv atk of them—consistently und well. Specif¬ 
ically, I like my hrmhr*% In maintain a precise point if thry an- nmud, ami a rk*aii 
cvlgr if the) aie fiat. Tier- haiis sliuuld la* ii-vilieu! with a quality I describe as 
"bounce," which means the ability to return quickly to their original shape when 
escess water is shaken out. Tlw feel of the whole brush should 1 h* evenly balanced in 
the hand, w ithout being heavy at the head or handle 

Brushes are sery personal tools I .ike a corn ferial tie pail of short. tb«-> should 
"fcrcl right. That degree of comfort dc-sclo]* through continuing and satisfying use I 
enjoy toob that I have used over the years, sometimes to the point when- they have 
]lusted (lie stagr of meaningful service With ttMisidrtalilr reluctance, I then try In 
find itlrr uses for them To avoir! has mg to break in a new brush at a critical time. I 
woukl suggrst using seseral Mushes of identical si/e and quality alternately—much as 
a good trnni* player will use several racquets of uniform weight ami stringing— to 
asoid the traumatic possibility of one day hasing to change to a fresh, untned tool at a 
critical moment 


WESTERN BRUSH 

The finest Western watrrcolur brush is a meticulously romriird painting instrument, 
a product of both hand and machine. While there are other serviceable watcrcolor 
Imiibrs on the market, it is the red sable brush that is the standard hv which others 
are judged Made from selected tail liairs of the kolinsky —abo known as llu* Siberian 
mink or the red Tartar max ten—this brush maintains its point easily and naturally. 
Dipped into water, a luusli of this quality will reform its piint quickly when shaken 
I maintain several red sables in ms collection of lirushev. ranging in si/e Iruni a 
# 4 to a #12 


ORCNTAl BRUSH 

In order to use the Oriental brush effectively, it b essential to understand that it was 
first drsijpied as a writing tool. Calligraphy — tlie art of writing — was. and is. an 
cslrcnicly high art form in the East. The mslnimenl deseloped for writing is the 
identical hnish that the Oriental artist uses for painting Oriental painting depends 
upon tlie skillful use of bnitbktmkcs— in contrast with Western painting, which makes 
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KifJlrt we ol masses of color and tone. Qiulit\ rillifnpliv ami quality |MintinK. 
llicrdbre. urr inseparable in tlx- Orient. 

The Oriental brush. tiicn. » a tool that essentially d reset rather than points. 
Because of this Important distinction, the construction of the Oriental brush and the 
manner in which It it wed .ire eousidenthly illBrrrut from Its Western counterpart. 

Tie luu.dle is csjiniuunh made fnim a small length of hollow liamlxiu, alt In nigh 
more precious materials such as gold. jade, silver, and ivory have hreu use*I in the 
past. Bamboo, however. is funcinuulh ideal, combining with the tuft of hair to (arm a 
very light, maneuverable tool which can react quickly and fluidly to live skilled nu- 
nipnlalions of the painter. 

Brush hair, of course, b thr most critical part of any brush and b usually the 
factor which determines the price. (Five years to. the hairs of the famed red sable 
brush cost an estimated 11.500 per |*nm«l!) There ate recorded cases of lirushrs hav¬ 
ing lern male from •elected haliirv' lull, nunive whivkrrx, or chicken down. Fortii- 
nuU-ly (or our wallet', the u Ustkm of luii for Oriental hrushes lias Unnur mute 
practical: mm in imninon use are sheep, wolf, and ralslsit hair. Wolf liair is brown and 
sturdy aitd ideal for strong stroking Sheep and rabbit hairs are white, softer than wolf 
hair, and cun be used fin both bold ard delicate work. 

One additional part to thr Oriental brush is worthy of mentirm A new I .null will 
have a tubular cap ol baniUrn. fitted tightly over the halt end far protection. This 
covering may abo lie madr of cone-stuped metal or clear plait a• ami is folded at thr 
tip. After a brush has been used am! cleaned, it shoukl be reshaped and alkiwed to 
dry in die air. Su trying to reinsert a liiiish into I lie rap would lisk damage to the 
hairs. There is also thr ha card of mold Cuming on I lie hairs if thr brush b rrcai 
when still damp So. once the brush has hern used, this tqi should he discorded and 
no* uiol for reuse. 


CREATING BRUSHES 

A brush h an ideal Instrument for both painting and calligraphy liecanse It can serve 
tlu* gnsrruf fumtioci of laying down pigment and the tprrific function nf controlling 
tlir paint Wlirn it falls short of 010 rvpectations. the cause is most likely our inability 
to eiercbe the degree of control we wuuk! like With the great variety of brushes on 
tin- market, U>th Wt-slcm and Oriental. I think it is safe to say that virtually all our 
tec hnical needs can lie satisfied 

In ancient China, the paintrr-salligraphcr would, as a matter of course, devise his 
ow n brushes to suit hts specific needs. Thrrr are recorded cases of artists using «ug*- 
cane stalks, the tips of which had been sucked and squeezed dry, or the fibers erf a 
particular species nf mountain humhuo. which when iruorporatrd into a brush, isiuld 
draw lines us crisp and clean its a sword cut. 

I do not acute brushes Occasionally I will restyle an old brush in an attempt to 
solve some testural problem in a novel way I save many of my well traveled, disrep¬ 
utable worn brushes far ibis reason These nre the brushes | feel free to play with. 
Wrlli a vingle-etlgr razor blade, I will try to alter lire configuration of liar lull by 
gently setaping from the ferrule outward to the tip. If I feel particularly adventurous. 
I might draw the brush across the surface of a fine-grade sanding block several times. 
Thu will fray the hairs unevenly and remove those liairs which are partially broken 
Hie result shuukl be a brash llut is interesting precisely Iterative it h fnrutinnallv 
unpredictable. 

One fact that sou should keep in nund when sou arc "creating - a brush is simply 
llsal you want to develop the unlamdiar result. The well-made commercial brash is 
designesl In lie (urdntaliie—and rightly so. You are paying a premium pike far a 
sturdy brush that will hold its point nr edge In attempting to restyle a brush, you are 
rcnlh hoping for a result that will suggest spontaneity , and perhaps even conceal the 
fact that the brush was the performing tool 
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Western Wilcrcolor Brasil. The 
VtVatern ucttrcolor brush it motif 
in thnrr port*: the hair (top Ir/t) 
shmm tied at the Isrtlp, which u the 
thickest port of the hair. a teamlns 
metal ferrule (top right I. anil a 
uxtoden haruile ( center ). The dnuc- 
ing of thr brush in crvss-srctlun 
(hntiiiml thous thr ctrittUtKlkm of 
the brush Sate the length of thr 
hair Insiiir thr ferrule com) hi red to 
that portion of hair out mb. ulealht. 
a good uatemslor brush nil! hate 
at bast at much if not mum-, hair 
inside than outside This nmteabd 
jnrtinn of hair ii tbd. Inserted in In 
the metal binding and ipten a drop 
of rlliit romjsound, the dark 
patch, to hold the hairs in tdacr 
The larger end of thr frmJr n then 
tighth crimped to thr urmib a 
handle 


Oriental Brush. The tiifi dimi ing 
shosrs the tuo-pan roust notion of 
thr rwsnd Oriental brush, the dot¬ 
ted line as toss thr base of thr hair 
indicates thr approximate depth of 
insertion of hair into the bamboo 
handle Reading dosenuord, the 
second brush Is thin, has tenj fru 
hairs, and is set in to tiio narnnr 
cylinders somewhat resembling a 


rrrule Thr ihitd hiush has a clear 


plastic proteetue rap oter the hair, 
th rlh brush ts short and 



stubbu. imub from usdf i luiir, and 
the fifth has a corn-shaped metal 
can At bottom is a eevss-sretion of 
a Immbou cap. sHustratmc the in- 
tide laprr 


Construction «f Oriental Bluih 
I alike the Wattern brush whose 
hairs are gathered to form a natural 
point, thr Onental brush is Ind/f 
around a central core Thr brush Is 
increased In rirramfr renct as lovers 
of hau are udilrd to the core llVn 
the desired til# An* Arm rraihrd. 
the bundlr o f hair Is llrd. glued, 
and inserted Into thr open rml of 
thr bamboo handle 
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MOtONG THE BRUSH 

In calligraphy. the Oriental Inuh it traditionally held trrliol lu the paper ami at 
right angles to the axis of the wrist. In addition, it should he dead center to the 
writing surface. tilling neitlier left nor right. Tins represents the standard, classical 
posture for Oriental calligraphy. The brush is held a liltlr closer to the hairs lor writ¬ 
ing small characters and at the far end for larger, bolder striding. 

In the act of writing with a brush, the fingers and hand move as a unit, with a 
minimal amount of wrist action. The brush is never "wiggle-waggled." which would 
mean that llie fingers are applying unesen and unneivrssaiy pressure to the biush 
The wnst is held level and in light contact with the table surface, while the underside 
of the lower arm is in contact with the table for support. In writing small sy mbols, the 
left hand t* sometimes placed underneath the right wrist. 

Ilnwrvrt, willing Luge eharartrra irqiiurs alums I on lie lies a) >lr menial anil j4>\\- 
krai discipline The strobes are so broad ami exuberant that the entire arm must hr 
lirmight into plus For the arm to move freely and fluidly, the artist calligrapher must 
suspend it entirely off tlw writing surface, allowing only the tip of hts brush to lotaii 
the paper And note the bmsh contacts the paper, the stroke must begin im¬ 
mediately! You can readily see that there is no iwnii for hesitation at this punt Tin- 
brush is held lightly. the wrist is firm, the elbow will flex, the shoulder will rotate, but 
the total concentration of the artist is focused on the tip of hit brush and (he imminent 
artiirn of Ills first stroke. 

Oriental calligraphy is an cxactmg art. invoking great discipline, and it is only 
after the standard grip lias lieen mattered ami brush rapport totally established that 
certain individual variations are considered acceptable 

Traditional Oriental pointing permils greater flexibility in (lie ways the artist can 
ImId the brush While tlie calligrapher must hold the brush absolutely perpeiMlk-ular, 
the painter can manipulate the brush in am manner, holding it in any grip which will 
give him the strokes of die character he desires. However, since the painter and 
calligrapher are often one ami the same person, thuv slulh .uid tin? sense of discipline 
evident m the calligraphy will be equally obvious in the painting. 

Holding the brush in the manner of the Oriental calligrapher is fine — if you luivc 
hren trained for years in this tiaditiun. It would be an interesting experiment for you 
to try ihis grip in some painting esereises. if only to realize the amount of physical 
discipline and concentration needed to establish any kind of control user the tip of the 
brush. 

For our purposes. I would definitely advise the more comfortable Western gnp. 
which means liokllng the Imish as vini would a prrKil The key here is siin|ily to lie 
comfortable For broader stroking and for le*i precise work. I tend to grip the brush 
toward the end of the handle. As the painting develops and more details an* needed, 
my grip shifts downward, closer to the hairs. 

OtD VERSUS NEW BRUSHES 

Tlie difference between new and old lirushes Is really a matter of how sun feel almut 
old friends and nrvr acquaintances. Most of us have several trustworthy companions, 
tested and found reliable through time and experience, as well as new friends who are 
yet to be tried, but whn look promising. It is pretty much the same with brushes, or. 
for lliat matter, with any tools wr use frequently Instinctively. I reach for the familiar 
brush, knowing in advance how it will perform But thcie does come a time, of 
course, when the old brush will nut do the jolt When this happens, it Is unnerving 
not to have an immediate replacement. In recent years, I fuse mode it u practice to 
hrrak m identical brushes, two at a time Since I rarefy work with more than four 
lirmlies .it any nnr time — usually mie tahlr. one round lionilro. and two sspiare- 
ended hakes (small and medium)—it is not difficult to keep track of those in use and 
the ready substitutes 

While the new hake Imish requires no breaking in lievoud tlie attention given to 
any new Western brush, the round bamboo needs one preliminary step. In the store. 
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Short handled Brush. Thu rtoW. 
short Isandlrd little brush ton de- 
ngru’ii for hold. raUiirupIdi It rut - 
nx, tfi totol length almost ritually 
Added between 3 inrhrt of hair 
ami 3 * lat-hri of han.Bt When 
wv, the hair is held to a fnrinf u irt 
a starch solution. Afire tt has hern 
used, the hair uill flare tmtre The 
mtarred dr tad ikiui tttrr binding 
at the bate of the hair, but outside 
the handle At the juncture of hair 
and handle, the brush measures l 
inch in diameter 


Holding Short Brush. Because I hit 
brush has stall a short handle, you 
should hold It between the thumb 
and fingers. usth the hose ru stled 
again it the Ufiprr ;•< dm The hamtUe 
is short and beds out to arrnnwws- 
date the large bundle of hairs, thus 
there is a definite, and probably de¬ 
liberate imbalance Itmard the end 
of the head Used properly, the ac¬ 
tion of this brush would be similar 
to thr mint of an <u in the hands of 
a s lolled Headsman the hr a sy or 
head would do most of the isoei. 
and thr hands of thr woodsman 
would impel ana guide thr itrsrkr 


Two Variations. Thrsr rrjirrarni 
tartationi of thr short-handled 
brush. Both hace longrr handlet 
am/ should hr gripped closer to thr 
lop for balance Thr Chinese brush 
with a straight handle, shown at the 
lop. may be held in the classic man 
nrr. Inst thr slim ter. more con¬ 
toured handle on I he Japanese 
brush below , Shodo llokoku. u 
■stirr comfortably gripped with the 
bate against ipair palm or held likr 
a pencil in the We stem fashion The 
Japanese tertian hat thr same 
rough configuiaticn as the Chinese, 
but thr handle it longer than the 
hair. Also, the hairs are tofitr and 
will hold a print when wet. uhrrras 
the heirs of the stubby Chinese 
brush, are more brittle Mr and will 
not gather rosily to a point. 
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Rare Bamboo Broth. J hatr a 

tingle tic,Ik of bamboo that urn 
imuL into a hruth | lop i utthoul any 
fytnj: ferrule, or hair! The 
center drawing 1W1 hiu the 
hruth auction u art unit 9 the 
natural bamboo fibers \t you tee 
at the Inttlom. stroking u 
unpmlictable —ml Icatt fur me — 
rangingfroai veryJine to heavy and 
hold Sent to me from Japan ye art 
0*0, the /truth it a haul 16 inches 
long. Tv erratr this hruth. the 
let ml too not tt tick into the ground 
and allotted to slant! Jar trteral 
tmsnlht until the but trrial ac tion of 
the util hruke don n all hut the fila¬ 
mentt. Thit toft, flhroto fMirtlon 
lux aim the bn,.\h. uhlle the uarl 
left abuse ground tenetI at the 


llakc Bruthc-t. My favorite noth 
hruth it the lapatmte hake —nr flat 
Itruth —made from horsehair. uUh 
a 1 lute ltd edge and a flat hantfle 
The two hake bruJtri at the tup 
thou the change In handle config¬ 
uration to accommodate the greater 
width of hair The tertieal profile 
viru at Irft illuilrntrt the manner In 
tihich the hair It clamped between 
the line flange t of the handle, uilA 
a remarkably lhurl length of hate 
held In plme In the enlarged detail 
at lower right, run parallel rout of 
Hitching—one through both the 
flanget and the hair, the other Jutt 
through the flangrt —lack the hair 
tuft in [Aarc Hoke hruthet arc 
aiadaldr In whit lit ranging from H 
inch In apprint'natrhf 3 incitet 
Handlet are generally dote to 10 
indict long. In addition to tit ability 
io carry a full t barge of liquid a 
alto ran hr used effectively at a 
mounting tot A. 

Brand Brwhri. The two "fiutrtT 
hnnhrt ihown here are actually 
contracted of a trries of round 
Chinese htuihri ilmttlnl together 
%Ulr by tide They can hr uud for 
wathet. hut are probably better 
luitrd for muwiting paf/et The 
bmgr r one comliti of lb unlit 
bound together to create a hruth 
7 H indies wide, the huin are 3 
(ndU fang, and the handle 11 rut in 
a urnlly curving are to a maximum 
VM incbet the other brush hat a 
handle luice Ml long at the hair 






















































_Broad Bru*h. TAU 

/truth <i krltl uith the entire hind 
—the t uned bate fluth cgaimi the 
r taint —and wieldedlikr a uol! paper 

bernk. 


Traditional Rruth Grip, in tradi¬ 
tional Oriental eaHtgraphy, the 
/truth it held perpendicular to the 
|M|i tt -tutfair. uith the hand lilted 
upuard at the urirt The /truth It 
held I if hlly. bill firmly. in /date 
uith tlu- fint three finern and 
thumb The little finger rrUt lightly 
a,e$mm the third finerr. Tlu l*B of 
the thumb canlrwti the Imek turf ore 
of the hruih. uhilr the index and 
middle fingprt lomell the frt, 111 HoU 
lertieaily In tht* poilliun the brtnh 
util then irtt ugoinit the knuckle of 
the third finger The fingrn thumld 
nerrr nrl tightly inward. fining 
the bnuh to come into eontarl uith 
tlu mlm ftOfutly the 

hntth trill he auayu-ndrd lightly 
utth no tendon or itmi felt In the 
arm. uriit. or finer n 


g thr Hand. Somrfianra 


sera U uti rd to pitou the 
right unit when writing unidf 
character! or drawing rirtaili 


tobc 
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the* hairs arc usually held to a sharp point by a thin uuluiit of kUrdi, which must be 
worked out Ixforc the brush is used. To do this, dm it in dear water and gently work 
the point against the side of your paint dish or urn the surface of yuur palette Kcr]i in 
mind that this brush does not base a metal ferrule, undue pi ess ore may track the 
bain boo holder. 

If you intend to use this brash prmunis for stroking. I would suggest not 
returning all I lie starrh solution from tile entire length hair. A little stillness at the 
juncture of luir and liandle will help you retain tlie |w>iiit more easily On tlx nilx-r 
baiul, il sou want tlie brush to carry more liquid, then sou should grntls work out all 
the starch This will free the hairs, allowing them to flare more and hold a greater 
amount of wash as a result 


OTHEfl TOOLS 

While the brush is the ideal tool (nr carrying and distriluiting pigment, tla-re are oilier 
instruments we can use if precision and control are not critical (actors. Mam of these 
tools are alternate nx-ans of deseloping textures or clever ways to move a large rpian- 
lity of wash to cover a large area. A u*xl natural sponge can souk up a substantial 
.nisi mist uf liquid, win! von ran ihrn xpicr/r il oxer tlie paper sntiue This [vulkxiLu 
attack is cilcctixc with Onrntal papers w-hich are discussed in Chapter 2. "Papers"), 
since the vjHsnge dies not contact the soil surfxe. and tlxere is no pixsxihihty of damug- 
mg tlx- paper by abrasion The delicate Oriental papers preclude tlie use of any rough 
or sharp instrument, no matter Imiw in sen live 

I luxe (xs-usionally used ail eyedropper or tlxe top of an India ink bottle in an 
attempt to work smaller areas with some degree of control. A plastic squeeze bottle 
will serve the same purpose. 

Cleansing tissue is a inati-ri.il which can la- used to imprint color ar«*iis in direct 
contact with watrrculnr paper. The tissue is crumpled and hailed while dry. then 
dipped into the wash mixture. The moist hall of tissue cun then be used to imprint 
directly, nr can lie carefully txpened and placed flat onto the Oriental paper — Iwit 
never niblxd! If the tissue is sii (Rcx-nth wit, triors will sjsrt-iid quickly into tlx- 
pjper. However, if the tissur Is only damp, a slightly moistened hake brush nut lx 
usesl to pat tlie tissue to release more color into tlx painting surface 

Several pieces uf freely tom tissue, coated with sect color and applied in overlap¬ 
ping layers, provide unutlri Interrxling techniqur Mounted p.i|M-i idiscussrsl in 
Chapter 9. "Mounting ami Framing"), is a more feasible ground far this uttai-k. The 
tissue is tenth pul into place while wet and allowed to dry In place. Once dry. the 
lasers are It fieri off easily A plastic spray bottle i-.m also create interesting effects 
when usrtl ui aiiijiinrthm with this pnxrw. Allow the layers of Itssne to dry [urtLdly. 
Then spray the arra with a line mist, causing tlx calm washes to run After the total 
surface ha com plot els driest, remove the pieces of tissue. There xliould be un m 
leresling comliliutkai of hard- and soft-edge washes on your paper. 

What you shook! keep in mind when you use these tools arxl techniques—along 
with any you may in sent — is that they will probably not represent total pietixial 
solutions. Cbcmces are that sou will have to work them gracefully into the total con 
text of the painting through additional brush manipulations 

CAKE ANO MAINTENANCE 

Over the years, I base gotten into tlx habit of cleaning my immediate work area at 
the end of each day. It is not a major "polking up" of tlx entire studio, but this 
routine does entail empty ing and washing out my water containers, making sure that 
the pigment tubes are tightly capped, and cleaning out paint trays and dishes—except 
those holdmg wash mixtures I want to save. I cover these cooUinert with self-sealing 
plastic wrap. Most important. I tend to my lirushes. 

At tlx* end of a long working day. it seems only- natural to want to leave the studio 
"as is.” But brushes should never be left ’as is." Not only i* it refreshing to start tlw 
next day with afl your tools clean and ready for use. It also makes sense to are for 
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Breaking in a Hath. The fint ttep 
in brraktng in a Chlnetr brush u In 
rrrmne the coating of it arch rnril lit 
tfurpr amt pentect the hair You run 
do thu by dtpping the hr nth in 
u'ufri anil gently kneading the fKliul 
again it the mir of your paint ililA 
or at an angfe on the turf are of 
your palette 


Drying Bruikri. flrudiei should be 
air dried Imnumtally before riot¬ 
ing The quickeit tray. after thru 
hate been cleaned and reshaped. it 
(o place them with the hair rod 
oi er hanging the edge of your 
palette or tome other icork turface. 


Bru»h Rett. The traditional Orten- 
I'd painter utr t a brush rrtt, tail- 
ffng damp bruthet in the note net to 
maintain an orderly irork table and 
atotd any mishapi I uir inn 
ceramic rrrt for thott bruthet I ute 
cc ntinuailu —but only when they 
are hone dry. to l atoid any moit- 
turr buildup at the hair lour 
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good tools daily. if only to insure' longevity and continued quality performance. 

Oriental imivhr* require essentially the same care a* any good Western bnnhn, 
sc ith tome ill Ben-n cr> 

1 Wash >0111 finishes in lukewarm water, usinu a mild soap solution. A cake of ImimI 
soap is ideal. Wet the »oap first, holding it in sour left hand. Stroke the brush across 
the snap several times, rotating (lie handle in order to cover all sides thoroughly Use 
sour fingers to wink tlx- lather deeply into the brush. Du not try to fiicrr suap mtn the 
hose o! the liair by jabbing it into the bar ol soap. Remember, the Oriental brush does 
not have a metal feirule and is a little more fragile than a Western brush. 

2- Rinse the brush out thoroughly in cool "liter ami shake out the ciccss moisture 
You can roughly reshape the hairs to a point with your fingers or draw the brush 
across an alworticnt paper towel 

1 Tin- brush should be allowed to air dry by Lying it Rat, with the hair end extended 
user an edge. perhaps of sour pah Its- or work table The import mu I thing is not to 
alkm tlx* i Limp luurs to touch m Inilt up against another mu fare while drying. 

4 Th»' hake brush should he cleaned occasionally at the base of the hairs, where they 
join the handle. Sims* the bake is gmeially used for large wash toc-hnkpiet, resldix- 
tends to build up at this seam. I use a stiff, but not sharp, palette knife to scrape this 
residue a way. While the brush is still damp from clranmg, I press tlx- knife firmly 
along this juncture ami scrape evenly outward toward the hair end. I do this on Imth 
shirs, scraping in the same diieetiuu several times, until iimsl of the sediment lias 
been lemovt-d I thru wash and rinse out the hrush again This will free the hairs 
comkieralth and will restore much of their resilience. 

5 Alter the Isrushes hase been reshaped and dried. I store them vertically in a cylin¬ 
drical container, hair end up Tlicwe brushes in nxirr frequent use I lay on an Orirnta) 
brush rest. These rests can be extremely ornamental—made of wood, stone, metal, or 
ceramic, and notched to hold sesrT.il brushes. Their purpose b to allow thr painter- 
calligrapher to maintain an ordetly table w hile in the process of painting Wet brashes 
are thus easily accounted lor and there is less possibflrts ol accidentally marking the 
paper or working table 1 use niv bmvh rest to keep my brushes on hand for the nest 
day's work. But make sure that I lx- brushes are dry before laying them on the rest. 
Since live lest inclines tin* brushes with the lull end up. any motsluir left in the Inti is 
wink! tend to ran downward «nd gather inside the handlr against the glued end. If 
this happen* often enough, the glue ami binding will crack, allowing individual hairs 
to fall free, and eventually the whole* tuft wiH loosen and separate from the handle 

6. In trampniting a quantit* of lirushes. assemble them with the hairs facing in the 
sarne directum A couple of heavy mbhrr hands will bind them into it tight roll 
Around this cluster of brushes. I wrap a bain I mo plar mat. making sure that llie mat 
extends beyond the tips of the brushes This mat not only protects tlx- brashes against 
accidental contact with other obircts, hut allows air circulation in the event that the 
brushes are still damp 

Fortunately, tlx- average round Orirutal brush ■« rrlatiseh Inexpensive. It h a good 
practice to keep a variety of sins on hand The hake brush can be more expensive— 
coininensurate with its larger sizr—and not as easy to find, but it is available in more 
comprehensive art supply Imusex and in their mailorder cutaklfp 
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Transporting Brushes. A Imnthoo 
$Jmr mat uUl trruint hrutlxt 
uhtrh rtrrtl to )«r trantportnl 
Brushes can lx Imnehrd toarthrr, 
thru wrapped or tnditiduaHi/ rolled 
Into the miif Hr nirr tlx mat rt- 
tend* beyond the hair md in order 
to protect tlx tip* from damaer 
Eatending ihr life of Brushes. 
Oriental nnuln drlrruxatr more 
quukUj than H rttrrn Itruthe* I hep 
are eery durable tool* it hen uted in 
the traditional manner of the East. 
hut ulxn tuhjrrtrd t/i Western 
techniquei - -which g mrratly mean* 
morr immersion in uufrr— the 
handle* irtB tfJu and the hair* will 
thed H rap a taper of iMih*i{ tape 
at the juncture of file hale and 
handle on the hake I truth (tap to 
extend it* Ufe and prevent exert* 
moMfurr from seeping Inndr Ihr 
hair bate. Allow the truth to dry 
out completely—trrrral dap* tone 
met —before taping, and use as Ut¬ 
ile tape at poitible in order to 
maintain the hale nrr of ihr brush 
When the baml*oo handlr of the 
round brush tltolkmt) thou* signs 
of splitting Innd It with ny/jm 
thread arid rover ihr thread* trllh a 
ihin taper of uuterpmof while 
plastic gkx 
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2. PAPERS 


Snow. / >* i IV (M a 46 cm). cottecUon Mr. and Mrt. /ohm C. SIcGotdnrk. 'fir > "4 
Tbe effect of iriip Ouulou ■ >u tl onto a imuiv uJillr dope. a tky darker than gn mud 

ami tuv figurr \ ni.HfH! uphill. ait terra tv balance Ibit /tainting dominated by in o I . < n 

I be foreground moving into the mlddlrgcmnd area I tried to rm;ilmair tbe ground . mu in 
a grntle, itc/dlke «irr up thr dope in onlrr to rtpreu thr rrntaUon of the land ■ - and 

actually oHring behind tbe heavy fnbagr anrat 
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|HE CLASSICAL Chinese pjinier 
w.«\ also 4 ».illigraphei ami port llr uiiliqv-iivihlr tools ol hi\ prufmiim. which lir 
calk'd “TV Four Trcasurct of tfw Hoorn of Literature," included the brush, ink, ink- 
stone. and paper. I ben- it no mention of pigments other than ink—black only —utul 
the reason It evident wlicn you realize (bill the greater portion of most Oriental paint¬ 
ings is calligraphic in character— lluil is. drawn hi ink ratbrt than painlrd in cnlm. 

The invention of paper in AD 105 h attributed tu Tsni Lun, a member of the 
Chinese Imperil! Court. L'nlll paprr wan introduced, narrow, vertical strips nl Imiii- 
Iwo were used For uriting smaller documents. silk proved to be more convenient 
However, while Iwnlaw was economical. it was also clumsy and heavy, hut silk was 
too expensive for general use. Therefore, it it of almost equal significance that T’sai 
Lun also des eloped an easy manufacturing process asms die 41 material* such as rags, 
tree hark. hemp, ami fishnets! 

It svoukl hr impossible to iinderestimatr the significance of (lie invention ol 
[taper For instance, the Gotrulirrg Bible, perhaps the earliest European book 
pouted from movable type, was also one of the few hook* of whirh some copies were 
printed on parchment instead of paper It lias been estimated that producing one ropy 
of tin* Bible oil parchmenl would require no less than the skins of 300 sheep! 

The development of papers for artistic purposes in Western socictx moved in a 
directum divergent from that of the Orient, determined, perhaps. In the writing in¬ 
strument. In Europe, ralligraphs eventually n*lhd on the use of the metal nib pen. 
ami papers wen- manufactured according to the dictates of the hard [>oint In the Far 
East, the finish was used lor both writing and painting. The nlatvanhrp between 
[Minting and writing is, thus, very direct in the East mm purrs) to I hr West, where 
painting is a separate art form using a variety of media, tools, and grounds. Silk is still 
used in Oriental [Minting today, hot paper is the primary surface 

Using Oriental papers for Western watervolnrs calls for creative adjustments and 
adaptations. The process inigiit prove to l>c difficult if your total experience has l>een 
solely with Western waterrolor papers. The basic difference lietwren live two types Is 
lees a question of their material composition than of the workability oi their surface 
and body. Oriental papers are grnendlv more fragile and levs textured. But tlic most 
significant disparity 11 in the bmly of the paper and its ability to absorb water 

ABSORBENT PAPERS 

Given tlie eimmaMis variety of Oriental art papers. with their snhtlr sliailings in size, 
texture, color, and composition, (lac- simplest way to categorize them is in terms ol 
their absorbent or nnnahsorfsrnt nature 

Abtnrhenl papers have on open weave and are unsized, giving great porosity 
when a wash solution is applied Well suited for (mill Oriental painting anu callig¬ 
raphy, this type of paper immediately reflects the sure, disciplined hand as well as the 
wavering and tlie equivocal. Adapting this type of paper for Western waterenbr tech¬ 
niques Is a difficult problem, one which admittedly I have hern unable to solve with 
isaishtcncy. Smiaith. eseti washes are virtually impossible In achieve, and if the paper 
is first dampened, then color intensity is lost 

It is not u precise comparison to say that painting on absorbent papers is like 
working on blotters. Many ol these- papers, in addition to reacting quickly to water, 
ur extremely thin. This means (hat liquids are not only instantly absorbed into tlie 
body of the papers but they also penetrate through the papers themselves. If the 
lucking surface i» smooth and dense, such as plastic, then the wadi solution, having 
no place to go. will pool and evrnhiofly weak its way hack up into the [super surface If 
this area of piionent b then allowed to dry in place, a hard edge will drvrfop around 
the perimeter of the csjor. In effect. th» becomes a technique whereby da* image on 
the reverse side is identical to that on the face side. 
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NONARSORtENT PAPERS 

All watervolor papers are. of course. absodiciit Unlike oil paintings. watercolors. in 
order to hove any dcgrer of pnauMow, muR effect a tight Imnd into the paper 
rather than exnt on the surface alone More accurate h put, a ■OiMfoaorfomt paper is 
one which will jlnorli moisture more iIimtK, allow mg pigment! to lie n i.unpuLiti d on 
tlie MirCn to a greater extent lirlorr they link into the paper. Kirch. il ever, will 
pigment soak through to tlie reverie »idf. Thi* can occur, of coune, through tw* 
scious Jesi^i, when the sizing is deliberately cracked (see Chapter 5, "Special 
Mkti 

A paper is rendered less poruus bv dipping or washing it in a thin solution of 
ox hide glue and hardening it with an alum solution. IW paper is then pressed to give 
it a smooth, close texture. When the subject matter of classical Oriental painting 
dictates slme. fine Is detailed develo pm ent, sired paper is used, in contrast to the 
dwxlent, unsized papers which will not permit hesitancy 

PAPER COMPOSITION 

Westerners tend to refer to all Oriental papers as “rice" puprr. when, in actuality, a 
greater arras of nalueal substance* tls.ua rice was and is used in the niaiuifacluriug of 
Oriental |U|eis In .mornt China, a s.niets of paper* Mas developed through tlie use 
of matt rial* (bund in abundance in a given province The Szechuan region |Muduvvd a 
pa|x*r iii.mIc from hemp; seacoast regions used water fungus. and in iMirthem China, 
mulberry tree bark was in rich supply and became the basic ingredient in the paper 
production of that arm 

A substantial portion o! Japanese art pipers is still maiMiiactimxl b> liuial ui small 
sillagrs throughout the country. and Japan is perhaps tlie only country in tlie world 
where homierailing of papers nmiaint an important induvtrx. A wish* range of Ix-aut i 
ful paprrs of varying tesluies, colors, weights, and sizes is produced using plant fi¬ 
llers Used singularly or b> combinations of difiemit proportions, these fillers can 
create a multitude of surfaces and weights. Kozu is a hcasy. long, clause filler, while 
the gainpt plant produces a fine but firm, glossy filler. For balance, tl»e soft clefteit 
strands of the mitsumata plant ure used. 

CHINESE PAPERS 

It is an unfortunate fact that fine Chinese pupris are neither as'ailuhle nor easily or¬ 
dered here in the United States. However, in large urban centers having a Chinese 
community, small rods of alnorhrat paper can hr found in narrow widths Ibrse rolls 
are actually small lengths of paper del irately glued together to form u continuous 
strip. Our small art shop liaated in Ness Yolk City's Chinatown ikrs carry a small 
selection of paper in cut sheets, hot Chinese stationers and hnokstore* abo stock 
brushes, ink. anil pa|ier, more fur calligraphic use than for painting. 

JAPANESE PAPERS 

There is an abundance of Japanese papers on the American market, easily available 
through large art supply houses or mail order firms advertising in art journals. Both 
the .ihsorlicnt ami nonalworbent papers in different thicknesses and textures and in 
cut sheets and rolls, as well as brushes, inks, inks tones, and pigments are accessible to 
the American watercolorist. 

Among the vast no inlets of Japanese papers available here, it is soinewbat sur¬ 
prising to find a greater selection of the absorlient. and more difficult-to- w painting 
paper than tlie nonabsorbent. This might be explained in purt by the growing interest 
of printmakers in tlie absorbent variety of papers 

Some of the hiidi-porosity papers I've tried—with only modest success. I might 
add—are llothu. Morikl. and Trvya 

llosho is a thick, very open-weave paper of relatively rough texture. Having some of 
the nappy texture of a blotter. It will nonetheless absorb u stroke quickly through to 
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IIoUmi Paprr. fhit ■ till life urn 
rltmr on llaihn paper lltr thickrut 
end prrhapt the mit alnorbent. of 
all the paprn fee u*rd Vent mwh 
like a hliliter In texture, U htu i/uih 
an open lira re and ahtorln wet 
hrmh contact immrthatrly U hat 
appear to be a number of muiU 
uaihrt fa thii fiolntiim are mt'tally 
wet ttrvket alloner! to tprrud Suit- 
injarnf itrniri were dabbed into 
three area*, blending nicely go om 

nmmlnrtt to the forme A trry dtp 
ttroke wtB tiny tn place without 
tj rrradl in- . id «i m in the nnitfr out- 

Hoe rrpertenllne the plate 


karti Paper. The tamr tulyert that 
I uted on the llmho pajtrr urn at¬ 
tempts! alto on Kino a paper Iru 
than half thr thkhmeu of Uttxbo but 
much tightrr in arntc Thr gmertl 
effect of ttrokr work on Kxku Indt 
catn a htth ilower rote of altwtrp- 
ho*. Wei. uath-tppe itrokei how¬ 
ever, ttill hied quickly in to thr 
paper Thr lecnungly Irntural line 
of the plate uoi tmrt thr mull of a 
tery dry heath rather than a reflew - 
Mon of taper texture 



Self-porl rail I dhcorrred fir 
itrrngth of Chtneie paper in point¬ 
ing this total! itudy Sot nailing to 
ute a full theel. I mated ami 
fulded the paprr and Irud to tear tf 
along the team by hand. It itrangfy 
rrtittril my effort*. •ligtfrtMnj' a 
M-mruhat tough fiber content. »«• / 
bad In ute a knife Thr paper U 
very thin—thinner than the ttan 
dard lum it hold rimming lutur — 
and. turprumdil. not at ahu-.rhrnt 
at I had fiirtt tpeculalrd Tbit trlf- 
portrail uat painted, in part, lu- 
foer the paper imi mounted While 
urt itrokei ware ahw.rltrd quickly, 
denier pigment mixture* remained 
in place with tome prrritttm 
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Ill reverse ulr A blotter, jt fiilh alxorlieiit ji (finAii. h of a imnilhi'r, (knc-jxirr 
tloik, whkh will resist >ucb inimcduir uiwl complete ohsurptioa. 

Marti i it a thin. smooth-pained paper kiting an isors-colored out It it translucent 
and delicate, with the alnlitt tu lair vimr fiiv*-. iletaik-d vtroJ(C>MdM spreading too 
rapidly. 

Tiui/a it 11tglitIt thinner than Martki and it a mudi whiter {taper. Thh degree of 
• hitcien ;* important for color intensity and iwtnnt. particularly time in translu- 
tincy will lie enhanced forlher «lm mounted on a white hunl lukkiK 
Tin- nnnahtorhent pnprrt ran pmtidr an almost familiar .tutfare for the Western 
watercolorist They arc deceptively strong. ahhooch their textures are generally much 
smoother than W este rn papers. and their seemingly fragile nature mat I* ihworuert 
ing. Xevertlieless, their luihcr workability more than coinpeio.itet Irw ant initial 
imwinew the Wntrm watmxilorist mat experience when first using them Unfor¬ 
tunately. tliesr si/nl. tight-ciaim-d pa pert are nut found in at wide a select nut at (lie 
•mured paper. Tbev* ar«* the three paper* I hate worked w-ith. 

.V/uhh-Tim it a {taper of hriOiucit wkilenett. smooth on one tide, with a ■iinfot, dry. 
nappy tooth on the reverse ride. 

foiiiioki It the thickest of the nonabtoritent paper* and can lie olilamed fttim certain 
suppliers in two tludet of hrown, in addition to white. It* texture it almost identical 
to tnr Shimrtiu papers. 

Uiim it the (taper with which I am mini familiar It ha« tenrrl hm* well tk-tr patt 
fifteen years, and. while tery similar to kith S/untrtxu and Tiomoin in mini ie\(Nvtt. 
it ha* one additional, practical adsantagr Wat a can Iw pirn.hated in cut thrtt and in 
one large, continuous roll. 42 Inches <107 cm) wide and a full 30 yards (27 m) long. 
None of the other papers in either category it available here in mil form Since I 
occasionally paint in (lie trial it tonal kimial of linf. narrow, laml«ea|irt. the milt of 
Mata permit me to nd myself of any restrictions that might be imposed hy paper 
dimension*. 

PAPER THOtNESSES 

Oriental (saprrs vary in degrees of lliteknesa, shirk dues nut imply that a thicker 
paper b necessarily more or I cm abiorbcnt or nonabsorbent titan a tlunner pajx-r 
Hnttho b quite thick compared In Troya hut will altu aOow a wet stroke to flow Im¬ 
mediately through to the hack tide A paper can he bulkier to tlw tonrh ns a result of a 
coarser fiber composition and a more open weave 

A piece of cleansing tissue it 3/1000 inch thick Using this tissue as a iraine of 
reference, two sheets of ahsrifhc-nt Chinese paper measure out to 2/1000 inch each 
I paper* l.-l.d '-.clow with the* r f!.it n • OWterS* » im t!.m.vjildt!i» »l m i-.ih Will 
give too some idea nf tk-se delicate grounds. 

Hosho 121000 

Tnrinolo l<» 1000 

Sklwirfra 6 1000 

Mom 6 1000 

C.ryu 3+ 1000 

Ki ii*i 4 ♦ 1000 

Monti 4 1000 

Hulbrrr,, 4 ICO) 

TrvtfO 3+/1000 

COLORS AND TEXTURES 

In addition to the hnllunt whiteness of most Japanese papery some alto come in an 
unbleached, natural color of soft itury or beige Ohiuunt Is one such paper, ;md its 
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Marik i Paper. Thb ii an ahaorlwnl 
ftttprr i ».'v •lightly thrkrt fiiun 
Triya U i sum of ifi thin anrf nrn- 
Vnf feel. / decided to try for a dry 
, Tinkled effect. an unfamiliar ap¬ 
proach In »n r tine- I fmar a lift 
teehnii/ue mine u u:rd Maui paper 
I iii North 

l«ipn mult untanjr It. am/ /w£W 
the painting pmrr«i ulthnit any 

,/ 'I r. f|.. /« 

furrn Ihu anil my murr familiar 
net afijx ■» h ««* hi the u<r i?/ah 
» •rfirril I«ipr' My -Irtiln «|ifrflr/ 
irry fort unr/ / tu> unahle hi per- 
dirt t . • any drgri ' what thr multi 
h nuhI hr After th |KJfM*r liar drird 

•’ -./ r • 'I mm, ■ cry m- 

frrriftntr rffrrti which I uar alar U> 
detelop mli i thti vnatl teauvpr 

Trm j Paper /»i < i lerimrnfiniJ triffc 
Tmya. an abtnr/vnr fui/r-r ahout 
i nr quurtt r l/ie f/>» knru of I Imho. 
I Jr. i.lrd to try a I k.-tting techni¬ 
que I ibt i. a iff* . <*f urry uel. 

noun ling lin r J aiut immediately 
ph • 1 1 thr imp i mto ill ii ink pat- 
ti m T/.i iMipri *» n naked quickly 
and xitdJy into th tramlixrnt 
i , iai i«.;i» \fh r cart fully lifting 
th Ji. mp paper, I placed oelditionol 

iff I rt ill* i . uiirutri iirifn thr 

m> -nnlinc hoard. I hr art! imprint 
i L . d a gray. ■ ruitr tnturnl 
qualtlil to the ll'*- <cark. I alUnced 
th paper to dry than paated it ill- 
I,, tin otrr and in dignment with 
th mkrd-tn nun i n thr hoard 
Pin iirt . a #/< ) • ' t tiliir to the 
pamted-m arm i I hr J/irkrit 

• holt i urn p'm• J after th' 
u*mntrd palatine had dried. 

Torinolio Paper. I Ui unatt potted 

plant ii in patnfri/ n Tiirtrwiiu 
paper hint, Ihl k. arul nonule 
» then! I f-nutd if a htllr too itiff 
for I tinkle luhniqur hut lTry 
■ i .Hai ti for mill n • lot hindlrd In 
the M r item iiwnuff, Thr tmooth 
title iwirmtlrd delu ale line work 

Ulthxit ipr, id me and uaahei 

• turd nn the iwifacr lung enough 
), i manlpuliiti.in t uaed the mon 

toothy Otic fm lhia iludy anil thr 
a wtht i n flirted thia by appearing 
dry and ahmut mar In finiiii 
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hk'jrhnJ counterpart h uDnl Siuuii Thr \ltinki and Mata Inn* of pipers an* also 
nubble in a variety uf tntense colors more suited for graphics than painting purposes. 

Tenures in Oriental papers do not compare in range to Western surfaces. Sized 
puprrs will he very smooth on one sfcle. while the other sick- will show in on- triturr 
in the form of a dry. tactile Fuzziness. While one can achieve some sense of trxturr 
with Oriental papers, it is often achieved through the manipulation of a dry brush 
rather than the action uf thr paper itself 

PAPE* SIZES 

Papers availableon the American market van' in siae, with some slieets cut into hands 
sketchpad dimensions of ahout y » If (23 s 30 nut Others such as llotlui will ranter 
upward in odd sizes which measure 19* x 24* <48 x 61 cm). Maui, available in cut 
sheets and roih, is 21' x 31* <33 x 79 cm) in sheet size, while Troyw and Morikt are 
approximately 24* i 36* (61 i 91 cm) in shed size, while T rnyu ami Moriki are approx¬ 
imately 24' s 36* i61 v 91 cm). Tlw aliovr-mentfoncd OJtmturu and Suuli papers 
measure 36* x 72" (91 x 183 cm), the largest sheets I have found in stock in the United 
States. Years ago a visiting Japanese calligr.iplier gave me several large sheets of 
custom-made, sized papers Thrv seen* almost 4' x 8' (12 x 2.4 m)meraB, and of such 
a personal character I kit I found I could not rfleetivety use them tor my pu|>osrs 

CAM, HANDUNG. AND STOtttNG 

Traditional Oriental paintings were never designed to be hung and continually ex¬ 
posed to light, humidity, dust, and temperature changes. Instead, live vertical scrolls 
wuuld he brought out and suspended for temporary viewing and enjoyment and then 
taken down ami rrstiursl to their storage plav The lmsizutit.il scrolls wrie viewed flat 
and unrolled, right In left, a set I am at a lime. These paintings were never framed and 
glazed, nor were thev designed for permanent display. 

Omlruiposari works iltuie on Orinital pa|u-t« wlH hold up well if giseti the fram¬ 
ing and protrctkin aenmird In Western wulenuloi*. Ilirsc jvipciv. Memiiigly so 
fragile, can l»e as strong as iheir Western counterpart*. given proper care, which 
means keeping them out of direct sunlight and not wiltfeclina them to continuous low 

lllllllllltv 

If you use Oriental pgsrs. you should store them flat and in an endoard file 
drawer, ink on an oprn shell If you air using a sued paper, he sure the top sheet has 
the smooth side up. Thr more textural skis- tends to catch dust which U hard to 
remove, whereas any iliil twi the stmailh surface can le leuMised In spraying tlie 
si iK ins- with water or hv gently washing away the dirt wills brushstrokes Mail rolls 
should also tie stored flat ami kept m their original cos smug paper until needed. 

Handling of these pipers should lie kept to a minimum Sized 1 vipers can be 
inadvertently creased, thus cracking the light (due outing. Colors will then penetrate 
these minute splits in the surface causing a darker buildup wherr it might be undesir¬ 
able. Absorbent papers, lacking the protective coaling of suing, should lie giseti even 
more meticulous attention 
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Corn Paper. Thu ii on ahttirliml 
paper j/nnl hcIfuoH Irfiirn I hr 
Chinru i>aper and Hmhn in thtcl- 
nrtt. irtlh a dry. nippy trxlurr I 
Irird I ho rrrerer pointing h> Ini Mi 
qmahtirr and found Out I lit urate 
uni tighter than llorho and in a 
mult held hack tome of thr mi 
penetration Tire bridge it nature 
in dmu n directly imln thr un¬ 
mounted Coyu; after If dried. I 
turm j if ,*r rr and (tatted if «»n/i> a 
board Thr rrtult urn here Ii the 
rrtrrir imprrnion uilhtntl any ml- 
dakuud uort done on thli face 
Mara Paprr. The qualifier of Mam 
paper are rttdenl throughout tint 
trrt Amir .*/ Mi terratdily. I 
hare mted if irtfli rat it factory rr- 
utht fur many yean. One allied I 
hare M touched upon, hmtricr ii 
thr abdity of fAiia paper to hold a 
clear, graphic line In thn • irleh of 
my wort table. I «a« abb to dfmt 
tilth tnmr prrrlnnn and la inured 
of line fidelity Thr pa per uni 
mounted uith thr tmouth tide up. 
thing It thr hotly him/ hi fur qual¬ 
ity of a thret of high grade tttutlea 
turn hoard 
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3. WASHES 



April Miimin*. /»* i IV IS i Kiu mUritwn of thr artitl lit mi nr thrr a nr only titv 
motor arrai In thli /tainting "trh .«i u|>v<i*i; mtmmt |>rrilw/».« half of thr tuefoir B hi omr 
tern ImjmrfiMif that they h hamllrd utl/i ton Thr upper <4y portkm I mil In tuggrtl •port 
and motemenl I* hind th lover Kelt Thr nmu of Inert hod In he p* net rated utth ai t anti light 
<« order to amid total opacity. which tcotdd hate crratrd thr imp m non of a tu o-thmendonal 
cutout form. I alto tried to waril a mnlrmenl from rich to left that non Id dir ihr tret 
thapei a tilth lateral turning hack into the ptcturr plane rather than carrying thr eye beyond 
Ihr lining utrfacr Finally the flight of imall lard* uui added to effect «. toft tranUtum 
hrium the tuo hake* of thr painting and to create a trrtleal direction on the left to balance 
thr tall tree on the right. 
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I HE BASIC technique of Western 
walrreolur painting is the wash, in Oriental printing, the basic technique » the 
graphic use of the Imith. which is uses! primarily to make strokes, ratlier than washes 
By the descriptive use of line work the brush lintel must of the (hnm nf an Oriental 
painting — fmm the smallest leaf nr pebble In panoramic inosriiiriits nf sin nils and 
water. 

Hie wash heenmes a delicate supplement to the Oriental painting, adding pale 
hints of color to tires, mountains, rucks, and ntvasinnaHy tin* suggestion of (lesll 
tones On a larger scale, llie wash wws as a Ikakdrnp tu an Oriental lauslscapr by 
inkling neutral tints of color which drfinr mood rathrr than delineate form. For exam¬ 
ple. a soft, 'duty gras wash over tlr entire surface of the painting ,uva would sug¬ 
gest the atmosphere of a winter scene. 

It is rare in Oriental pointing, however, to see a buildup of lasers nf washes to 
achieve form, as in Western waterrokirv In I Ik- traditiunal paintings d the Far East, 
it is this very’ quality of lightness and purity — the restrained use of washes against tlw 
strength and structure nf brmhwork—that is so appealing 

There is Mother way m which the wash is used m tin- printings of the Orient—u 
metlmil tltal seems tn fall lirissren the graphic hnr quality just discussed and the 
Western wash. This is the calligraphic stroke, a unique action of the Isnish dwrgrd 
with a fluid mixture of ink or pionent that is precisely a|iplied lo an absorbent paper 
surface. This stroke is neither a sophisticated line nor a massive, delicate wash It if, 
instead, a quirk, sure movement of tlie brush, with the unique dura In ol tin* paper 
carrying and spreading llr fluid mixture outward The action is described as quick 
and sure because the blottcr-like. unsized paper docs not permit lingering while the 
brush is in contact with its surface. The longer the artist delays—holding the brush at 
one plate — the greater the capillary arts in nf thr paper. causing an uncor.l tollable 
likih tn deselop and spu-iul In addition. the paper w ill retain tliat lint impression of 
the brash, recording permanently that moment of wavering and indecision 

CONTROLLING WASHES 

Painting on unsized, unmounted Oriental paper is not unlike trying to work on the 
absorbent surface of cleansing tissue. Unless thr artist cun handle the calligranhtc 
stroke effectively. unsized |U|>-r la-tomes too ctnifining rrstrkting the range of values 
to the darker, and denser shades. If you chouse. not cad. to work or sized papers {see 
Chapter 2). you can. with some modifications, apply the Oriental type of washes in 
the familur Western manner Sard paper surfaces tend to retard the speed of absor¬ 
bency and permit thr firrr movement of IVimI w.iaIk-v 

FLAT WASH 

In Western watcrcolor. the traditional method of covering a large area with one flat 
wash is to work from top to bottom, quickly moving a puddle of color across the paper 
and downward until the csxcss pool is picked up with a dampened brush This 
method would lie virtually impassible on the unsized and higldv ahstarlient Oriental 
pprn. Rattier tfum having your wash flow across tin- surface, you would find it 
spreading uncontrollable. 

The traditional Oriental pumter used this quality of his paper to work in Iris favor. 
Through extended practice, he learned enough ahwt the flutditv of his mixture so 
tliat b<- was able to predetermine how fir a wash would spread, lie «» also able to 
evaluate how dark a mixture had to be in order to allow for the change m valor that 
takes place in the normal drying process iutd through the lots of nignu-titatkin caused 
by the porosity of the paper itself For when you work on unsized paper, you will see 
tliat the outline* of tin- stroke cunRgurathm remains, hut much of the pigment is actu¬ 
ally lost by soaking through the pajier The color value of what remains in the bud)’ of 
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the paper und un it* surface U considerably leas than file iiriciiul color value. 

However, many of thcM- prulilmw no longer nbt if you use si/ed paper. You van 
lay your uashe* effecmrly and have them remain on the paper'* surface lone enmich 
to lie mani|iu laird and ion!rolled. But handling a large area i/ wash, even on sized 
paper. tan Ik- a proiilcm. There is always the risk tliat some absorption will take plate 
while you are attempting to move color evenly across a wide expanse, so 1 have found 
it handy to first spray the area to be covered with a light mist of water ami then hrudi 
no the wash. If tl*e* area is ntnaunbiuiiily large, it is advisable to mount your paper 
first to preclude any lim kling aid sul»ri|urtit putting ol color 

Kcutcinber tliat water added to a wash mixture, whetht-r mixed in file paint dish 
or mi the paper, will thin the mixture, causing it to dry lighter. And when you lay a 
fiat wash, he sure that the brush is sufficiently loaded with tlu- wash solution 
whenever the brush conies in contact with the paper. If you try to inuvr a wash along 
with a |urtully loaded brush, your brush will pick up more cnkir than you leave 
behind. Finally. lus p the hoard fiat until the wash area u dry—even after its sheen 
ha* disappeared. Du not tilt live U uni to create a downward Ihrw. trrn|iting tin nigh it 
may he. Where tlu- moving wash runs into an unexpected dry spot, the color will 
settle into a harsh, unforgiving line and cause Irani edges to develop. 

GRADCO WASH 

A color area that changes in value—gradually moving from dark at one end of the area 
to light at the other end — is called a graded wash. This can lie extremely difficult hr 
render hccause there is no margin for error Wed less to say. if then- is any hitch at all 
in tire smooth transition of value, it is simpler and less frustrating to Wart again on 
another sheet of paper. This is one of the benefits of working on inexpensive Oriental 
papers. Generally speaking, it is a lot cheaper to throw away a sheet of Wavi than a 
slieet of Aix'hes’ 

Here again, it is important that your brush always be fully foadrd so that cofor 
flows on. If you apply too little (Mint, you will soon find streaks developing. As yxni 
draw your brush across the puper's surface, your brush begins to pick up paint from 
the |ires toils stroke, ratlier tlsaii add itiiur to it. I favor living a higgrt hnisli tlian 
might serin necessary at First dance, tile fewer strokes I haw to apply, the less chance 
therx- is for emir. 


AAU1TIPIF WASH 

In Western wutcrcolor. there seem to be two schools of thought about using multiple 
washes to build up inlor. Tin-re it the "school" that minimizes the use of such washrs, 
choosing instead tn mix the final coIot as precisely as possible in the paint dish and 
apply it in one wash, rather than building up that color by several paler washes on tltr 
paper. The brnrlts of this one-wash inrtlwxl are tlie great puritv ami the intensity of 
color produced; the whiteness uf the paper i* not diminished as it would lie by using 
many covering watlu-v Also, (hr rhk muddy cokir iv lessened by mixing the drsirrd 
cofor brfoir it is applied. However, with this method, the artist must be extremely 
cupable in hi* handling of color, he must he able to establish both value and color 
intensity at once. At the oiw time, he must allow for value change in the drying 
process. 

Traditional Oriental watrrxrofor technique relates more cfosrly to the single-wash 
approor-h. unt fir reason* of color intensity or purity. l«it rather for the immediacy nf 
attack Multiple washes, as we know them, are rarely used Stroking into a wet calli¬ 
graphic vlnikr would Ir llr dinnl tiling to our lediuiipie of using vevrt.J osvilying 
washrs to define form Additional strokes are sometimes aikied into this wet mass for 
greater definition or for soft accents. To create both form and texture, dry-brushing is 
"In n ..I .-•!• lie mttal >lroki 1.a dried. 

Much a I admirr this technique, I do prefer thr multiple-wash approach. It 
permits me to make more subtle adjustments as 1 go along, by applying wash after 
wash. Some cofor intensity is lost, and there is always the possibility of lay mg on a 
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Fainting on tniicd Paper. Thrar 
three ilnjin $how the iffert of nn- 
nied paitrr on wanh mirfum. Thu 
highly alnorltml mrfatr fi u hat I hr 
fiaintrr mutt contend tcith if he 
chomrt thu type of ground The lop 

it ripe n at uaintnl in « u-ry hour 

mature, which Immediately ipirud 
outward while tlill containing that 
fint brush imprrttwn The middle 
itrtpe 11 fit rtreuted u III i a deiuer 
blark. alio on unsized and un 
mounted paper, and ihrrr is only a 
slight fraying at the heufnninu of 
the itrvkc The final horizontal 
itripr. a I the 1*4 tom. uni placed 
after the tame paper nut mounted 
no tpreailiug look place at all 

Painting on Sired Paper. Three 
three ttriftri were painted on tiled 
but unmountrd Mata /m/ier The 
top tlriitr vat a final with mitt un¬ 
it rt dr it on uith a l -ltu h hair in nth 
for rapid color dirtrihuthm, there 
war no /Faring of color at there mu 
in thr lop tfnpr of the dluilrathm 
on Hurt zed paper The dighl un- 
ftmitfst at the right not cautrd by 
the paper Imckling Thr lecond 
it ripe not a denier mufti rr of thr 
»ame color alto applied on ttzetl, 
unmounted pti/vr here you %tr a 
uniform, than tnrnrmrnl of thr 
ir«M The third itrtpe uot painted 
after the paper mi mounted on a 
board Tttrrr is no diffrrrntr In thr 
i/uallty of the tecond and third 
ttrokrt By mounting thr pater, I 
hate, in rttrnrr, gnrn an ailili- 
tumal coat of Mir and nmented the 
paper front buckling during thr 
(Minting ;ifunru. I uat aide hi work 
randy aerou the turf ore 

Train* Drmit> id Wathrv 
llrrr it a rinnlr rterrier to romparr 
the relatke ilennty of uathet 
(’ting a grade B p rnriF, make three 
X mark t about 2 inrhrt apart on a 
piece of tixed paper mounted on a 
board at deter bed in Chapter 9. 
"Mounting and Framing *' Mart 
M « dab of Imry Nark M |fMir 
miiing Burfdcc and add futt rn High 
uniti In male a patty miitun 
With a bmatl. rhltel-edgrtl I truth 
cuter the first X miA w i.ro/ ioii- 
frrm it role*. Add a bruthfid of 
water to thr |iirit«n rniiiurc 
hlrnd and paint oter thr t rcond X 
Add nusrr uatrr and rotrr the re¬ 
running X When thr u athet are 
dry. y> u thould be aide to deter¬ 
mine the approximate amount of 
water needed to imhirir a put ffe i»- 
lar demitu hy observing him - < Irarly 
the penciled X t Flout through 





allowing mint- time, « by usiug a hand-held Lb dryer, you can with some rjv and 
confidence. establish a totally dry area 

Howe*or, it b »m tricky to pinpoint that subtly precise degee of ddnpwn 
necessary for a wa*b to perform in exactly the way you wish. Experience « still the 
best traher, anti profiting from your mistakrs i» not just a cliche I base Iranird. oxer 
the years, to trait mv instincts, but my instincts are still not infallible 

directional flow 

A wash can he a lin^r. flat, stable area of color, or it can assume a visual directum By 
•nixing a very final Hash and painting it onto a very wrt surface, >ou can create a 
physical, directional flow by tilting the hoard to various unities Superficially, this 
wash ap|ieais to lie sriy spiailanrous ami RKinbln the fire-flowing wash; Uit actu¬ 
ally it is tonl rolled by angling the hoard I he manipulation of the lx xml gises you 
control of the vrash. rather than allcm-ing the wetness of the paper to determine the 
primary art ton nf tlie wet rnloc Your composition mas also dictate tlie direction of 
your wash, perhaps calling for a strong left-to-right movement. 


WASHES 




4. STROKES 
AND TEXTURES 


Cvening Trail. IV i h'.ftitt.n roflrrMon Trannr C. Wong. Vrw York TnulUUmaip 
Oriental in feeling although nor through ttmttiuut thrift thlt /minting /ui/u/nur man 
ogam it an orenthrbnlng rente of nature The hm U kor tenon. ternthne hu uciy up thr trail, 
alto linnet the timer i ryr into tin picture The pethuap brrakj up the terUcal aipect* of the 
nm of lowering trert ami create* a horizontal. itaWiaig mtocemenl. The tuggrttion of light 
breaking thnnigh the adit In the top renter area help* hi offtrt the nrlfklwn rnaieyril Ay 
the tlarker formt brio* 
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^^^EARLY 300 YEARS ago in China, 
ihrrr brother* tunumnl Wang compiled a marvelous trot called Tht MuManl Seed 
Cdn/rn Manual of ftnadng l>« thirteen "l«oks“ or chaplet* were denoted Jmml 
entirely to the study of hnithwork and it* use in the construction of landscape S>nm 
To give you tome idea of the detailed contents of this manual. chapter headings in¬ 
clude such specifics as “Book of Hocks.' ' Book of People and Things." "Book of tl»r 
Plum.” and "Book of Grasses, Insects, and Flowering Plants.” 

In the first hook on painting fundamentals. Wang Kai. using the pseudonym Lu 
Ch'ai, oBrred a general list of types of brushstrokes fur the begiiiiiiug puiuter to prac¬ 
tice. Graphically described. they included; 

Brushstrokes like spread-out hemp fibres 
Brushstrokes like enliuigled hemp iUnrs 
Brushstrokes like sesame seed* 

Brushstrokes like big at cuts 
Brushstrokes like small at cult 
Biuslistrokes like * Inud leak 
Brushstroke* like raindrops 
Hnishstrokes like an eddv or whirlpool 
Brushstrokes like setns of a lotus leaf 
Brushstrokes like hones' teeth 

These and other strokes were recommended for studious praetke, uunrtinut for 
years. Iirfoir the sludrnt painter would fce-1 tajxihlr of developing his own cosnhina- 
tion of strokes leading to disciplined freedom 

ORlf NTAl VERSUS WESTERN WATERCOIOR 

I hr Mmtard Seed Garden Manual of Painting beauttfolly illustrates a lu»ir diBrrrncr 
between Chinese and Western water-color. The ability of the Oriental artist to repre¬ 
sent nature accurately and with sensilisily is directly related to lire quality ami sitjl.ty 
caf hks strokes Strokes serve not only as the ’’skeleton* of a painting, but often the 
''llcsh" as well. In other words, brushstrokes alone are often the total painting. 

In Western water color. however, brushstrokes rarely play a sign ilk.ait role in the 
total impact of the painting. We may use our brush to rough out painting areas to be 
filled in with washes Inter Sometime* we might "touch up” a dull |Mtrh of color with 
a few strokes. But rarely doc* stroke work play more than a minor role. 

There it little evidence of stroke activity in my own work for two reasons. First. I 
lasnr noivaliMirlient papers which permit me to work over tlietr surfaces more than 
absorbent papers—which tend to pull the stroke more immediately into the sulfate, 
as previously discussed in Chapter 2 on “Papers ” The second reason is that I prefer to 
emphasize color user line. 

What is a stroke? A stroke, in its purest form, is simply a line created hv the 
movement of the brush. It Is one flukl movement of the brush. rather tlmw the 
im-ticidiMisly drawn line. A stroke can lie sIhjvI or Icing, fit or thin, smooth or frayed, 
soft or hard. A stroke can outline, accentuate, and separate color areas. It can lie 
boklly assertive or ddfcntnly unobtrusive. 

TRY A "BRUSHSTROKE PAINTING" 

In these lew pages. 1 will try to introduce you to some of die more significant aspect* 
of this sophisticated technique. Try them, just for the experience, even though 
neither y ou nor I, of course, can hope to attain any degree of success without years of 
total application. TIm- iao or “way" of the brush is very demanding 

Bui their is mi ikmht in my mind a* to the value of ImislivtnJa- trvhok|ue. even 
though 1 have not chosen to use it to any great ertent in my own work It o an 
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Stroke* for Foliage There nine 
bruihttndu c rvuitiast represent 
different tvprr of fiaagr On eb 
torbrnl paper ttrohet of tarytng 
dt‘l'reet of ttrtnni and peetmnr can 
•J. Wr«e a «idr rangr of effectt. A. 
A. f). anil I an minutr oral dcntr 
in feeling The other unitr art Itehl 
ami feathery, range i tin: a more del 
hale cluttering of ttnaO letnet 
F.oeh group not only nmceyt the 
diitinctne charm teruhct of a par- 
titular Id ml of foliage, hut abo 
none rente of grutith pattern! at 
uell A eery painted. almoit dry 
hnnh uai utrd to cerate the hori¬ 
zontal mote mint of groupi F and F 
the ejfret 1* of layered gn net h 
uherrat uet faht of the bruth tug- 
gr»f heat ier clutter* of barer tri¬ 
fling il.mnuard in G and II 
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Ramlmii Malkv The teriet of vert¬ 
ical rtrokei ill utt rated here art 
"nanl to rrprrunt am *ri ;mrnl of a 
»tali of bumhuo. The tuhjrt t nuiibi 
it clattieal in Oriental pat nine and 
1 1 turd even Inlay In hruth ttrohe 
litifrui tu n The hruth It helil (fit- 
trolly anti plareil firmly on the 
txtprr, The itrvke it pulleit firmly 
and • urely ikunuard. urthout 
irtlinw or hrrttattnc The begin- 
'line and the ending of thu ttrohe 
thou Id hr it rung and ronrtume If 
you linger, the /nij ter util absorb 
Um much ink from your hruth. and 
the effect mill he 'nmky' and Indr 
citive \ email hrrak thou id hr 
ttlkmetl hrlurrn emrli ilountrord 
Iin.tr TViii Miff hr filled in later 
u-lfA * imoll connecting honumtal 
“hone" ttrnlr 



Btunbuo Srjmcr.U. Them- hold 
strohri alto iruictent hand*** trg- 
nirnti but •nfJi a different* In ad¬ 
dition to detenbtmg the beta thape 
of bamboo in one ttrohe. the at¬ 
tempt here It to hate the ttrohe 
timulluneinuly reflect high the ver¬ 
tical grainttirtt and lie rvnndneu 
of bamboo The hruth h dipped 
firtl into a gray fnt iriiifwr and 
then IIfifed utlh a darker ltdme of 
the tame ink. Holding thr hruth 
ddcuayt at about 90 dearer t N> the 
•i I ttrrhapt 10 dr greet 
the patter the hruthttrvke ii j.uf/i d 
firmly dounvanl, Thr rrtidt thomld 
thou crude ihtulingi uithin the 
ttrohe from lop to Lott nm anti lefl 
to right Textural brralu mill occur 
hnprrtlbtahly. at porliont of the 
liiutk luiirt expend thr Ini into the 
paper There white, grainy itrrakl 
enhance the fee hug of three- 
illinrntlontdili/ andean rten tuggrtl 
light and thadtm 
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Ramban l r»»r« At dithncttre m Ihr ilitti bamhoo train arr 
spear shaped, long, and delicately laprrrd Ideally suited for con 
trotted limit practice, dr fining their form call• for lurrhanded 
u tr of a pointed Insuli and a Jtrrrur quantity of pigment If thr brush 
It too fully charged, thr fine point mil hr fig I. and thr itrokr w*ff bo 
fuzzy edged On the other hand, if not cru nch ink It turd, then thr 
itroke nlll hr grainy and coarse This stroke ilnadil id so hr pnlnled 
ulth inuulh precision Du net job thr limih at thr paper hut. rather, 
place the tip firmly and pnU fluidly Lift the brush to a gliding slop lo 
finish thU iIndr. thui automatically atiomplishing tin drheatr. ta- 
Item! tip of thr hamhno leaf In painting a Hmtrr of Uain tary the 
la/mri to suggest Irate t (n front of Ira in. treating a feeling of depth 
Start ulth lighter grays, afarr thr*r ilndur* hate duett on t hip them 
uilh a terirt of darker form Alto try mm nr “ rrserse " itroklng If you 
are rtgfil-hanJnl. try painting a leaf with a rtght-to-leji fpsturr Puih 
rather than pull thi itrokr. and take r arr to kern thr brush hairs 
from flicking drop* of pigment Vi>m util proltahly find It dlfjlrsdt at 
first to regulate the proper amount of pressure necessary to smoothly 
paint a thick shape floutng evenly into a tapered point, but ulth 
practice, yoti can otrrnimr this Initial aukuwt/nrii 
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racellrnt way of discovering what the hniih cant do on Oriental paper. You may nrn 
find tlrut Oriental brushstroke trxlmfcpirv Itrrnmr a valuable .uIjiiim t to tour style. 

A bruJrourL iMmliix dues unl mean total line work In the exclusion of wadies. 
Nor skies it mean just duinc a wash drjvsing—mdinc strokes around Ibrms and (hen 
filling the forms with washes. The strength of a brushstroke |uinlttig is cleriv\<d from 
tlie use and character of the brushwork itself 

Here is a list of suggestions that I think will help sou in your first eflhrts. 

1. Rstlri than use (lie traditional inkstinie ami ink stick, use India ink nr a lulie nf 
black watricolor to save time, energy. and frustration 

2- Initially, use the mine familiar sable IhusIi, rather tlian I lie Oriental lirusli fur 
better control, Tlst-n try the Oriental brash 

3. Use only ahsorlieot Oriental pajwi [see Chapter 2 on “Fa[>eis”) right from (lie 
start. Thr paper has an ini mediate cHrd on the quality of your stroke work. 

4. Do not mount the paper at the beginning. Mounting retards thr papri * .Utility to 
absorb your stroke and chanjp-s thr line character Mount thr 1 sheet (see Chapter 9 on 
‘Mounting and Framing''.) onh after you've di-lrnnnol that it it time to lay hi your 
large wash areas 

5. Keep scrap piece* of ahtorltenl paper at hand fctr practice strokes and Hit removing 
rvessisr water from your brush 

6. Develop practice strokes from the lightest value* to the scry darkest You might 
also try strokes ranging from very wet tu dry. textural lines that sou nuke with very 
little tlukl color in your brash. In the process, observe and leant to "fitI” the amount 
of liquid on your brush in order to rstalilish the necessary quaittiU to acfiirvr a de¬ 
sired result—from a wet stroke to a dry-brush texture 

7. Stroke directly onto your absorbent paper without any preliminary pencil 
Ifnrwnrk. 

8. Use “thumbnail" sketches for reference or. belter yet. try redoing an old pointing 
Looking at a black-and-white photograph can also serve the same purpose This will 
permit you to crmrmlratr totally cm your stroke work 

9. Do not liniri. Movement should begin once the brush contacts the paper 

10. (jontitiire winking on tin- same piece of paper esru whrn you think a stroke lias 
gone "wrong." Thr single, isolated stroke is difficult to rsaluatc until it is seen in the 
context of other strokes and textural efleets. Don't be prematurely disappointed Give 
yourself the opportunity tn see a more total image before making a judgment 

I think you will enjoy tltr practice, though you may or may not find this brush u|>- 
pmarh usable in your own work Hoarser, you rnuld find H exhilarating—a change of 
pore which will permit you to look at your walcrrnlorx from a fresh perspective I 
certain!* would not «l mm- changing your style merely for the sake of change, no 
matter how stimulating. But like must artists, you an* probably curious In nature, and 
you will enjoy sharpening your skill* thiongh investigating and experimenting with 
unhiiiilar techniques. Only i«nu can assess boss if at all. ymi run integrate this classi¬ 
cal Oriental form into your own means of graphic expression. Whslrm your ilex isimi, 

I think the effort, time, and energy expended on stroke practice will be completely 
rewarding Not only will you base a better understanding and “leer lor the brush— 
any brush — ami It* functions. I ait you will gain insight into Oriental paper*. 

DEMONSTRATIONS 

The following step-1 >y -step stialie* represent attempt* on my part to utilbe tome 
facets of Oriental hrwdiwork in Western subjects. I have worked mcnochronurticalls. 
using only an Ink stick and inkstorve. My brushes included red sables and j variety of 
Oriental t mi site* Tire paper *» absorbent and cut from a vers large sheet given to 
me by a Japanese calligrapher. 
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Slap I. For Iku Uock-and-u hire painlmg. I choir to tcork directly onto absorbent unmounted 
pupri u tlh Ini and brush Without any psrUmineiiy drafting. I begun to stroke m a series nf 
ink msages nuning from left to ngbl trying to keep the strokes Irregular la Mar and mint At 
the anr time. I taried the urine it of the brush m order to creole wok sense 0/ Inline as 
seem in the Urge strokes to the right of center. Absorbent paper mill tend to absorb pour 
strokes almost Immediately Into the surface If you anri u irii enough spreil, a stroke util 
merge into the preceding one. but If ymi hesitate foe a moment the strokes tcsll those a distinct 
overlap, thus creating an Inirrmedustc calur 
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S4rp t. Hating xuffuimlly indurated Ihr mkltllrgrituml ana. I ttrtl dt tided In rough In I hr 
horigrountl and frtrgtou’ul ihaprt a l-M hair bnuh rfl|iri/ info a gran hi riuifun 

/ drtrtofini the fiin hatUlkr dutprt through thon nrr-thaiwd xtroin \t ihr miter trier*. I 
mile hr d la a drier broth Mitorr, again for let turn! |iurj»>»-i round iminlrd bm»h i tax 
mrd dry M timet I ilrnird in rrterar In add the fnngrmmd wggnthau of KlU gran 
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Step 1 At /An point I legan l» tie fine more fully l he frrr /nrmt. imrtu nlarlu the tme nearer /n 
ffcr tiruvr. fay adding contra*mu tkrk arrat Titit tintuUum ,- <*/* < n oted a rente of a light 
tourer. A central tree trunk uui formed by pointing around It in darker ittlurt The fore¬ 
ground field u mi intend ipikkly />V ■<>"( « ,tr 9 art Itruth and ah. Hi lug pool \ of Ini CXI IA to 
•Title mlo and through thr patter W of thru pmdt backet I up. and I deliberately alliraetl 
thi* inmriirn/ (11 dry mitt the pa/rr. Tie refer i . tome toft nine a th t eloped tupyrttinr. a tar- 
Ja.r undulation I rather Hie thn rffttl. 
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Step 4. Im I hit phatr I itorkrd into the tree ihaprt tn greeter dried I darkened the one on the 
left end, ntlh a im ell table hnuh. treated wiure indkationt of largr limht duninlthing info 
trnadrr hrenehrt In the ftdtagp mii < n the right For Im litre r. I alto added the //tint end 
dltlenl rhapr of emtiher tree In land (hr unr un the left 

All the hnuh aril my up In thu p.Hnf had bren tlroked onto e theet 0 / unmounted paper 
Vi a mull ihrrr u«j toute hi rfate buckling Af thu tiagr. I derided to mount the partially 
fimthed painting onto a hoard Itoeking tee Chapter Si, Mounting end teaming " 1 Tbit reeved 
tun piirpim hint the u hr til petlr that adhered the peter to the Inukl'tu materia! ultc 
retarded I he paper i nbtcrpilon quahtre 1 and permitted me la tcork in more prmte deled 
Second. Iiy mounting onto a uhttr hoard. I not aide In drlmurnr more at tn'airly the ndur 
rrlatkmihipi of my ink rtrokei end u ticket Prior la being nu 'anted net ahuirbrnl paten ml! 
take on a gray. Ira ndur ml appearance 
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Ilalowrrn iflnithrd paintinf. ink on paper. K’i M‘ M i M'ni cidleelion Mr ami Mn 
Moriry Cho. Xetc York Final lour hr t include the two diagonal ttrroki running the full uulth 
of the pointing They uerc both painted onto a damp ivrface. which created the toft merging 
of tlw tuo t mine i Thr figure nulling the ttonr wall urn painlid nith <i <Uld<emU lilt to the 
right to off%et the tin mg dtnrnuard poll of the u oil itwlf Finally, the calligraphy tyniholi 
rrprrwnting my name uml date aiimg uilh the teal imprint urir pLurd in thr ifiiwlaiii irrti- 
cal alignment on the left and almte renter to me hue the painting on that MtJr and to lUuallg 
affect the till of the nail. 
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i 


Mcp 1. I'rban lambeaptt an id rally noted for bruilutroke act hit*. Intt f/ary ■ onfall at obtiout 
hauttdt /Vrijirrfirr rrmitderallnm ran •xnrflmaa he meni helming ami the rmytlnnal 
number of drlatli ran be du I roc ting Carr thomld hr rirrrord initially In arirrtiw tubful 
mailer that uHI offer a combination of both irrtual ami horizontal tffrtU rather than neigh¬ 
ing more heaid* in onr direction In thU uvrk. done in black Ink. I Hard abutrhrnl pa/tri 
ajarri/iraiffy for if a ability to rnimrihalrlf retain the etrokr l line a rety light Ink mtaturr. I 
roughed In the broad atpectl of the nr nr tilth a onall. round table paying attention to tlte 
general penpecthe of the mixture of ttmctural forma. The fie per u unmounted at thi% point 
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Step 2. After thr general layout uat m a blithe d (the pmiouM tetfurnet) more tit Xt i mmr 
«Uni trnui thr rnltrr fwilnttne. h*itUi*x up a trnw of tie tali over thr total turfate rather 
than rmphauztog one arm I tnrti to won in hiUh horizontal awl irrttral alniltr* in nlrt to 
detehip a pattern tffrtl Thr ttrvkri appear fttjMt and wft to flehl thr it rone uneulutHy of 
thr ttntctum Thr penile an ihafiet of both the hndpr and foreground nrtor/ri oho help to 
hole nr r and offtet thr ' hordnru " of the ifrurfwm 
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Strp .1. After adding ndihtumsl *troke drtaili. I mummtrd the punting br.autr I needed larpr 
teeth arrat to indicate tbadott dutnbution Once petted to e ttiff. booed of event, 

terp urf u tithe i can be nted uithcmt fear of the paper buckling and eamUng prMrtnt m the 
eien flow of the pigment I turd a Id neb bale /truth to qukklp lap in the broader icatbet For 
mailer thadrne arrat. I uted a round Oriental frrath of medium Hi e 
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Map 4. 41 thu )M«I U hrrumr nWnl that I iirnM to bnag the painfi 
To do Ihlt I hr con odd me darirr <utrnti throughout the KTO t, d. <. /.i<i 
mini of human form* aiming thr firdrn UWmi u. • . u .1 ■ .if. » 

if'ia fain of thr luitiff- unr tUrifird uunr In »«if. • faro.’ drtailt urr, . 

U'hrrr thry hrlprd to defmr thr form, turh at in thr >•«. .. 1, • . Unct for it,. etrth ’ noth 
in I he Mipfxirfini; iron bram 
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(JurrmfU/j. (fhhM painUnc', ink im paper, ir < IS" M * *6 ml. cuUeeUtm of the arUit 
In hrtnelng a painting to pt ronrlutuiti, U It Inpurtmf in kmnr u hen lit I Imk a mwul 
lij tlrp hock fur an orendl look, frying to milualr I hr dcctrihvtum of fifAli and darkt, I hr 
nmtoun of t/ieeifir nrrat anil thi fntttihlr itml fur rithrr a greater trnw of ortit tty or for 
nrrrttf linn In nmbun tubfrct matter of nteh energy. ,\i a mult of lidt quick 'tpol cheek.' I 
rtmdecl to me crate the number of figure i muring beneath the twndrnnit mm tlntetnrri I aim i 
accented the tertical line la the luuer right-hand turner and added the oblique ttrvke at the 
bottom for contatnaient 

Mg final lumber Inrlmknl darker uatk arimli In the tkg to tuggnl a grralrt feeling of 
qtace behind the ttruetural mrnt i and to m tfirn the feeling of their hard ilhaurtln A mum 
flight uf birdt u•>< Upped la tilth a tmatl. round table abate tL hedge area, creating a nice 
feeling of moxetnent and uarmlh in ct/nlmtl to the nniMir ter n forma. 
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SACK PAINTING 

Bail painting. jI Inul im ine, akviyt wfiiw lo lie most eHectne «{ir«i It h uii|)laiu>rd. 
It usually occurs when I’ve worked the scutate of a crinkled, unmounted painting to 
the decree that a sulrstanlial portion of mv washes will veep through lo the lurk. The 
reverse image sometimes has more appeal because of its spontaneous feel resulting 
from the fragmentation of the washes The semblance of mv origin.il Intention is still 
visible, hut in a brer rsjiressiori When this happens, and I hud satisfaction with this 
side. I will continue to pursue the painting using the reverse iimtar. 

1 his method 0111 be used deliberately on unsized pipm, hut a drier bruvh-and- 
slruhr technique must lie used The wet approach will bleed through and create an 
equally strong impression on liuili sides of lire |u;n. By using llie rhier metlNHl. only 
portiom of the pigment will seep through, and strokes will haw a sofirr impart 

LIMITATIONS 

When the painter successfully resolves u part nil lari v difieult problem through the 
clever use of un Insentlvc tool or technique oik! brings the |sainting to a happy tonclu- 
sinn, tliere is a Irriihle teiuptatiou lo regard ill- achievement of effects as the* end 
rather than the meant. To call these methods ruerr "tricks" would downgrade their 
value. I suspect most artists base more thun one- "trick" up their artistic sleeves and 
take considerable pleasure in occasionally unveiling them However, to direct all of 
one's energies toward contrivances and facile methods will only stunt one s growth 
toward being a well-rounded painter 
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llarbix View. £54* i W |65 i Win . uUntlon Mr and Mn. Dan J £. VVa/fi. St u Yurt. 

Thti painting i car Her* toped <jwair 4mrVf orrr a period of lateral monthr The painting 
it art'cd mil coeepontionaLy it at it. tempo rid M lutal of it rung horizontal liner balanced and 
encloted hy the lertiral thrvit of the tree form* or the right Kientually. through the manipn 
talion of rotor amt light rimlraitr. (JUt itatk quality drtefoped into a feeling of rerrntty and 
rmpttnrrr began to tugger t a light airiner, Of particular plea run for me not my handling of 
rdgr* —the frayed lime hutting againtt the draw thadema of the rupee of treat in the irnirr 
•nor tug toward the left, that tame hne rofily Mending again it the rater, the triep bottom edge 
of the far dwre land form, anti the cml line itlhouetted egamit the liy. After the painting 
utn finished I duevtered. tomrtrhal to my turprite. that I had nbeonictoudy dexeloped a 
quality of the rtaniral Oriental landscape in hath mood and technical interpretation of natural 
form, particularly in the minimal handling of iky and water 
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a OF THE great Joy* in landscape 

pointing ii contending with living, moving, changing subject matter. Evrn ir. the cold 
stillness nf « winter setting, there is still * sense of vitality, a feeling uf life's Torres or 
energies temporarily resting. To capture the essence of a landscape and its charging 
moods really means arming at some understanding of the most-men I of land forms 
and tike covering carpet of trees, fields, and shrub* which not only conceal the land 
but also lie Ip define Its contours. 

A TREE S STRUCTURAL PATTERN 

There i« logic and orderliness in nature's growth pattern — not. mind you. its the 
stylized form of well-tended lawns or cultivated gardens, but in these growth patterns 
In their most natural state. This logic doe* no< Imply symmetry or uniformity , al¬ 
though this may occur. Rather, it suggests that growing likings develop along a pat¬ 
terned route, a system, which when considered broadly , wtl assist the fledgling land¬ 
scape painter to more accurately define nature. 

Observing leaf-shedding trees In the late fall or winter months will reveal their 
basic structure with immediate clarity . A tree, whether deciduous or evergreen, will 
develop from its main Irani upward and outward, from lisrgr to small. An oak tree, fur 
Instance, will show a massive trunk, splitting and spreading into Large branches at a 
relatively Inw point in relation In its overall mature height A variety nf birch tree, in 
contrast. Wil have a more slender trunk suukctimes developing almost as a clustei of 
trunks, splitting early and near the ground line. Subsequent branching occurs tighter 
to the main shaft compared to the spreading oak or shade elm. 

Structural patterns, therefore, are Iwoad evaluations that the artist should make 
i m mediately, a drlm initiation ha veil on pruportiuiiv within the tree itself ami an as¬ 
sessment of its direction of growth. 

TRUNKS AND BRANCHES 

Tlie prams nf pointing a tree and other vegetation usually car be approached in Itv 
broadest aspects followed by a gradual focusing in on larger details. After a tree's 
overall shape has been determined, consider its main branches in term* of where and 
bow they divide from the main shaft. Keeping in mind that the altitude of growth it 
large to small and heavy to delicate, try to follow the heavier branches outward until 
they, in turn, subdivide. eventually reaching the outermost fringes of new growth. 

Analyzing the components of a tree is one thing, painting it is another. The classi¬ 
cal Oriental landscape artist, using traditional calligraphic techniques, was able to 
render the effect of complicated branch structures with great facility. Wevtrtn paint¬ 
ers iiw a vinular appnaa-fi. at least in drlinraling the mine ilr'.katr rrarhr* of a tree. 
A drybrush technique combined with Gne line stinking b the solution for both East 
and West. It b the handling of the larger branches and trunk that shows marked 
differences in technique. The Oriental painter will either continue to use a stroke 
approach tir actually outline the form, unlike hh Western counterpart, whu will In-gin 
to rely on a wush technique u* the shapes increase in size. 

FOUAGE 

Great masses of foliage, whether In a single tree or in a combination uf trees, can l>e 
treated in many ways The Oriental method would employ a stroke or dotting process 
lace Chaptrr 4. ‘‘Strnkrs") in which the impression of each leaf is represented This 
very graphic approach b appropriate to the total context of Oriental painting. The 
Western artist is more likely to see foliage as a large, fluid form which can best be 
described with washrs used with textural, drybrush strnkrs 

For very large fobagr areas. 1 like to use the crumpled paper technique (See 
Chaper 5. "Special Effects") combined with a dotting of individual leaves. 
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THE TOTAL TOE 

A tret- In a child is an rumnian Iiuiik on tigi nf whit'll is a \iuall hillowiug, mlli^nl 
mass of prm. A child represents a tree in tlm manner because of hs own diminutive 
size in relationship to the massive hulk and height of the tree. The (rank, that part of 
the tree nearest to him. Is Impressively huge Branches and foliage ore complicated 
masses learning far. far above him Hie tree. understandably, is honc-stly and naively 
rendered as component pieces, with no particular concern Riven to relationship of un 
or proportions. 

But the tree, in a simple analogy, is mi more than an umbrella form. with a trunk 
for the ihJ — branches arc the ribbing, and the foliaijr is represented by the doth 
covering With this image in mind. you can then understand that a tree rs not a 
silhouette form in which the structure is fully visible and foliage merely slipped m 
behind tin* branches Leaves conceal and come forward lietween the viewer and 
branches, breaking and intruding into the snmotb flow of the* tree's structure Think¬ 
ing again of a tree* as an umbrella, the trank would Income its center shaft, penetrat¬ 
ing upward Into a covering sphere that moves not only In a circle around the trank hut 
also in an arc flowing alternately toward and away from you. 

The naive eye and liand of (lx- child can leach us how best to represent graphi¬ 
cally the total tree in a very direct manner. A child's impression of an evergreen b 
depicted as a two-dimensional triangle, sometimes with a short stub for the trunk 
This simple* interpretation effectively conveys accurately the basic- form of one type of 
evergreen. A morr sophisticated, hut equally direct, study might he that of a three- 
dimensional cone. 

It is Important. I think, to lie aide to vkiualiar tree forms in their most fundamen¬ 
tal postures and see tlen distinctiveness before they can he recorded with clarity. I 
usiuillv advise students to do a quirk 'tbuinlinad virtdi lefisr attempting the total 
tree This way. tbov an- immediately made aware of both shape and proportionv. Ilus 
little diagram might be no mote than a simple line lollipop" type drawing of a tree, 
hut I would still insist that the lundle Ik- accurately scaled to the sire and shape of the 
candy disc 

Hmdenng the complete tree would depend as much on the season os on the type 
of trre itself A deciduous tree in winter would leave you no alternative hut to weak 
dirrctly with the completely visible strarture. A tree in summer, hnwever, in hill and 
lush I •Loin permits more IlcuUlitv The folirgr conceal* much of |Im* supporting 
branches, and both technique and color can be more boldly handled. 1 prefer develop¬ 
ing the incus of leaves first, taking care not to unconsciously allow my wash shapes lo 
become ton imrmtirmuily similar m dimension. Working the great lull of foliage first 
also immediately places the entire tree into the painting area, whereas painting (lie 
trunk first can. if not precisely delineated. Torre awkward compromises in adjusting 
the Inliugr lo tin- trunk size. 

If the foliage has lirrii correctly painted, branches and trmik can lie c|uite easily 
"tucked in among the leaves, the trunk purtk-silariy should feel as though it sits un¬ 
derneath and penetrates tin- middle uf the leaf mass This feeling can be conveyed if 
some leaves are shown overlapping the trunk surface, and a deep sludiw arewnt is 
placed on tin? upper portion of the trunk. 

THE FOREST 

Painting tile forest scene or a massive stand of trees is less complicated tliun at first 
glance. It is not, of course, a single tree multiplied a hundred times. No one ever 
paints or even attempts to record every Inif branch, vine, and twig The talrntrrl 
landsca|M- painter can. however, create the impression that all the detaib are tlierr. 

A forest, generally speaking, can be defined as a dense mass of growth, iU visual 
degree of density determined by its prmimity to the viewer If you are standing at its 
edge, then the nearest firms will he rrrrlerrd in greater detail, selectively picked mil 
against a receding and merging mass of fragmented colors and shapes. If you are 
standing in the forest itself, thrn truly you will be “unable to see the forest lor the 
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Mature (Mu A large. mature tmk 
frrr rnui nuuitrly, 
fuv. heaty hmbt outuard from the 
hum trunk Thlt rendering u#« 
r/imr vn mount'll Main paper u ith 
the tritmrrd tulr up Ilea ry net 
ttrvhr* urrr li»rrf urn/ uriKluW/j 
*troke* liter put In ir Ith tier li dr of 
n round ml Jr A eery ihuk Julihm 
on the upper portion of I hr trunk 
wi gerit* 'i brat k merhang offuhagr 
andalto romeyi a fetling of depth. 


Ire* Forma. An Oriental painter * 
approach to tree form i i« graidilc 
anJ nrrrite Clii*«|i rtnii of the 
frun* anr alicoiji tmtlined. a* arr 
the /angrr hranche* A middle 
ground grate of tlentltr trrei mil 
tliU ifcrm trunki at outlined forma 
f oliage earn rary tee Chapter I. 
'Stroke* and Texturr*~< depending 
on the t^pe of leaf. Sonar are drawn 
ai little round cirrle*. uMe other* 
arr more quickly Indicated bp dot*. 


I jilrrn and M'catcrn Tcebniquca. 
The rtergrren in the left u irry 
typical in Chimeie landn-apr paint- 
mr> The trunk ii gnarled and 
touted The nrnile* arr handled 
tilth fienltr r ter tit tide. in thii rate, 
a tharp ctrvkr like a nail la uted in 
ilmtrri The tall pine imi I he right •« 
treated in the VlVafroi manner, in 
u he It uathrt are uaraf for both 
trunk and foliage - 
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I mbrrlU. Thu form dlurtraUt how 
a trrr can bt tiiualtud ttmelur- 
ally. The trunk penetrates upward 
into a rrnrnne man of leave*, 
much likr the umbrella hamHe 
which brant hr* ouluard uWh ill 
metal nhbingt and ttruti wupfarrt- 
Ink the fabric ihirU 



Thumbnail Skrtch I hr enlarged 
“lollipop" on thr left U a “thumb- 
nod" skrtrh of thr tree tlrwturr on 
the right The object of ihii little rn- 
ercite it to train the eye to look at 
tree firmi In their umplett tha f»i 
and proportioni 


Fomt. A forest can be defined 
without baring to Include terry tree 
and branch. Try working the whole 
nun. i.rina a mixture of ihapr* and 
values. Allow some hard edget to 
develop, tome colon to flow to¬ 
gether. After this drirs a little, 
uKile thr paper It Hill danut. pick 
up tome of the ttigmenl and create a 
light tonne. Trunk and leaf indtea- 
thmt ran he added after the paint¬ 
ing hat dried completely. 










Combined YrRctatiuii. The feeling 
of afield, ihruhi. ami Irm run Or 
oteruorked eatilu Of there three 
area i. 1 felt the field mould he hr it 
krpt uanunjihictrt! to amtnut 
agaimt the other groulhe l'ling a 
free thin, faint tlrnket tnmlMnrd 
lit th U’urhet of opayue u fate and 
gray. I tea i aide to art the effect I 
u anted The darker fallafr and 
ihruh area• were painted uctly. 
mth lighter aettntt put in 
ajteruard. 


Sprint. I decided to npntent 
•print ! rather darkly dUnl *om- 
herly. ThU gate me a thornr to 
gite a rente of nett leaf groM'fto by 
plating tmolJ. delicate arcentt 
agamtt a trey dark man of 
Irranchei Thu dark area mui 
achieved by mint the crinkled 
paper trehnli/uc i we Choptrr 3, 
Special LffeeU") 


Summer. Foliage tyi/kal of lununer 
can he pointed nicely in juicy, met 
uathet that »ugge it a fullncu and 
luthnrtt of The thadmt i 

are deep and dark to hetehten the 
feeling of height wm. Light amu on 
the tun figure • u»*r flicked up by 
m tithing Hear mater into each /unit 
ami jilrific up ptgmrnl mill o 
damp hnuh. 
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trws." because the mau will break down into its component parti. Trc«, undi-r- 
growth. and foliage will Ijc yrcn with clarity and painted as such The tore at seen at a 
great distance returns to heirg a compact, solid-appearing unit. There will be occa¬ 
sional opr mugs in this distant mass, representing forest clearings, and. depending on 
the quality and snurre of light, uhw sense of surface text ore will hr evident 

SHKUUERT, FIELDS. AMD GLASSES 

I aw- growing. wild form* serve a very precise and convenient function in nature and 
for the landscape pointer These varieties of ground cover act as handy visual bridges, 
rflrcting grnllr tramitiom letween ground contours and lar^r. vertical growths 

FirVls and grasses «r essentially flat expanses that air firt|ueuth intslwmdlrd I»J 
artists through overworking. Bnam these forms are basically fine-line growths, their 
s tsual impact is usually of considerable density but not weight. Putting down tin* right 
color w ash to represent the whole field area is of greater importance than the delinea¬ 
tion of the individual hums After this w ash has lireii painted, then sinaller details t an 
be added, with particular attention paid to the srrticabtv of these types of grow th. 
Delicate verticals of greater length t an he stroked into the foreground areas, and, as 
the field recedes into the distance, these strokes can become shorter. These lines can 
also )w (Minted as dusters of fine arcs, suggesting the r fleet of a hrrexe innsing across 
the field's surface. 

SEASONAl CHANGES 

The rfleet of seasonal changes on growing things is irflected primarily in two wayv 
Color, not only in foliage I ml also in support struct nrr*. is the most obvious change 
Density—the feeling of closeness giving way to nn*e airy o|ieiMievs — is a mine vulitlr 
consideration. 

The cyvlic change of seasons is most apparent in its effect on leaf coloring. Spring 
is tlir time of new grow th, fine aral delicate SiA vi-flows ami pale grei-ns iloniinate. 
hut tlie soft, warm rains will affect Inunch ami trunk structures, turning them dark. 
With little overhead shelter from the newly formed leases, rain will penetrate more 
deeply into these grow th*, and the ensumg wetnesn will deepen and heighten color 
contrast 

Summer greens and browns are lush and intense. Light, gentle, and diffused in 
the spring, they l*rcx<me direct and luillrant in suiotiirr, with color* inleosifirsf and 
shadows deepened Trees are bi full foliage, shrubs and all forms of low-ground segr- 
talkm are .nature, and tin- feeling of the tree is one of great density 

Autumn explodes with virtually a complete spectrum of color. Of relatively short 
but intense duration, the effect is almost overwhelming Again, as in the spring 
months, growth structures slowly hreumr more apparent as leases foil, exposing tle 
supporting members to cold rains. A iavurite autumn theme is that of bright-colored 
leaves contrasted against (lie deep liUckness of tree trunks and limbs. Shadows be¬ 
come longrr, as the earth's axis lilts away from the sim. 

Winter colors are inutrd and somlier as the foil structure of trees and shrubs 
ieveal themselves with the loss oi their foliagr cover. Fields dir l*«ck and show more 
of the land contours Evergreens, of course, retain their color hut slum a cool deep¬ 
ness in Intensity that Is less obvious during the warmer months. Shadows cast by tlie 
winter sun can he crisp and hard. «lre|) and black 
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Autumn. A W’tvr of uufumii. for 
m r. wom brightly colored train 
aeamtl ilari tiunki owl hcnruhrt 
In (hit rik tun , I alto trtrd to thou' 
morr of thr trrr itnu-turr*, at 
hair* nrr hloun hi thr ground 
After t utting ilotctt a licit hair 
uath. I ir at at Jr In pick out thr 
ftJktcr uith itrokn and ipiirk dot- 
Mac* of Inlhhlnal tram 
Winter. I hr total trrr it nature ran 
hr trrn in uinlrr In thu rate. I 
trtrd to hmtld up thr * land of trrrt 
by it art! ng ut th the one* fan hr it 
Mty. ini*{ thr lighter gray itdnrt. 
Thr nearer one* nrr darker tind 
more clearly tie find, hone feeling 
of trft-to-light ounriwnt u itm- 
trtfrd Itu the gmrral dim linn of 
thr tmaller hranckr* along uith the 
till of u*mr of thr trunk* 


TREES AND VEGETATION 






DEMONSTRATION 3 mOOMNG M SUMMER 



Step I. In pointing thti particular land*opr, I imi aide to combine teceral technique! i<frn 
oudy dttenhed M Chapter 5. 'Special Effect! “ I flrtt tprayed a thert of unmounted Mam 
pofirr on hath ndet thoroughly, allotted it to took for ten minntri or until toft and Ump then 
crinkled U. With conxidr ruble care I then opened 'llw hall of damp paper and grutly plated U 
onto my taped mount mg hoard 

Thr find actual painting to he done an crinilrd paper to fairly trirky The to hnUfiir to 
• mprrrur. to the compoutum ihould he concerted M wry broad outUnri. allotiing for thr 
potnbdtly of turprim. l ung a 1 inch hake hruth dipped into a eery Incite uWi Jutio > I 
linked in I he foreground area, tearing a narrvu unpointed it rip luggrittng a path- Thr 
hru*h mi held at a Urn angle to the paper anil druun firmly arrow the outface fin the 

crinkled pater not itill yutfr damp and the ink udmtlon hr ary. much of the phpneni pend 
rated through thr cracked ruiie onto the merit turf ace. In thr rarif ill tut ration tin effect 
wen to actually the bark of the paper, rather than the tide on ukich I painted. I hit hoc k 
airfare it the tide tm uhuh I continued the painting 
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Sup ft. W'lfA the paper crinkled and still unmounted, and «r ilk the rmnr tide note fat* up. I 
proceeded to odd the large matt of trrrt and foliage In the upper left quarter of the paprr 
Again using my hake hnuh. dipped r hl« Mate Into a darker and drntrr ink eolation. I stroked 
in this large mass The hrsssh nos held at the same angle at hrforr. but only enough prrtsurr 
u as applied to tbm across the top of the crinJded tstrfact ftgrtenl teat drponted on the peak*, 
while the ulryi remained a pattern nf mhtte doit Thu peoerm mi nmttnued uilh alternating 
thades of gray nixed with much darker caluet At this juncture. haping established the trrr 
man In my utmfartirm . the paper m nflrsrrd tn dry romplelriy 
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Mcp 3. After lhe crinkled |mi xlm* drud thorough and the pigaunt had lime I. t min th 
paper I decided U> uumnt it / again iprayed it an latih ndrt and tang a ahral pattr niuriir. 

I tee Chapter It. Mounting and teaming'>. I gfmed the painting to the mounting board. In lhi> 
prnceu. all I hr u tinkle t tvrrr gently imi ihrd out Some running r.nd i •nearing <• -urred in 
thoir antu nherr I had a pigment huddup hut I not uhir r j 1 1K1. up .. i), 
fitinr With the painting completrly mmith and flat, it had Iwrimw much more t .mlaldr IL 
Image hail taken on ftrumeu 

After again aliening 1 hr in/er in dry out. I true Med the unfair lightly In order t- fl.ru 
w at hr* into the foreground field and alto In indicate a dulant grvtr of teen I V \gh 1 -h.in. I 
a tie. Detail) in the ilark foliage man teen picked onf hy augmenting the rnnkhtig .-th • t mlA 
doit and Uroket Drybruih branchet teen added In the edge of the tree forma 
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turning in Summer tfl™»kril painting). Ml on paper. J/H’i ZfiMlMmi. collection of 
I he artirt Among I he flnuhing loot hr, I Included the tmall figure in I hr rnkldir ground III 
rise mul placement year of contuUmbU importance Pure M Mped to rttaldlih the pair 
penprrtiie of I hr entire painting Iti location rerxed lo offart the u right of the luary 
form ,m the right Thin Prokrx. both uet and dry. uerr ad,led to the forrgnmnd field 
into the trild grata-* hortlrring the mod and tree* Dari itrnkei uxor alu> |rai ntrd lota 
foliage to luggrxt tree trunk* and hoik* Soar <>pa<|M- uhltr trot d,4trd near unpointed area, 
left by the crinkling pronto Thi, created a better tranatu >n from light to dork 
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7 SKY WATER, 
AND FOG 



Nightfall, /2S' i if* (33 *41 an), callertton Theodore and F.lmt \ornk. Stv York The u» 
thr mingled f taper tffrct to i|utr ritdrnl in I hit painting Both dark uMim im thr left i 
right itw handled la ffai manner, along mrt ike niggeitlon of break grxmth at tke ha a 
fhr trrri ^faoijiVrt to frmirfri bg hc.fk tke mltttnen Imre ting tke uolking figure and 
figure't rag ik ^rflutun U'htlr tke canter of tntereet to tke nwn inti thr umbrella, thr 
tend* tv flrtt trairl acroo* tke large mot* of tree form* on the right Thlt mutemenl it tamed 
a* muck through the v eight of thti * kope a* to u hg the directional tilt of the form 
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T T HEN I WAS a very you ok boy. I was 
frequently asked by my (Idm what I wantrd In do when I tmmp older I would 
always reply. "I want to paint pictures. ~ And they would ask. "What kind of pictures?” 
My answer would invariably he, "Son-sui.” 

In Chinese, the phrase. “Sonnul" means laidini(ie, but literally translated. It 
means, "mountain and water.” This elegant phrase encompassed, of course, mure 
than just these two areas of subject matter Painting mountains meant painting Land, 
rocks, trees, and hills too. Water included streams, rain, riven, and waterfalls. 
Perhaps “Son-sui," in its broadest interpretation, can mean "natural vistas" or 
panoramic views of nature. As the visual scope of Chinese landscape painting ex* 
ponded, it became obvious that the representation of solid form through sophisticated 
brushstrokes was equaled in importance by what was left unpemted. the sense of 
space and atmosphere 

In Chinese landscape paintings, this feeling of space includes more than the ef¬ 
fect of distance. A sense of tangible atmosphere is conveyed by gentle mists settling 
softly into valleys, while craggy mountain tops loom overhead. The broad expanse of a 
river is left unpointed and is defined only by the minuscule boot floating on its sur¬ 
face. Fog. sky. and water are irften the same color or no color at all and explained only 
by their respective positions within the boundaries of the landscape. 

In l>oth technique and attitude, painting sky areas, fog and mist, and bodies of 
water is, of course, unlike treating man-made structures or the solid forms of nature 
In the one case, we can accurately pint and draw the forms through our understanding 
of perspective. Solid sulwtances of nature are anchored to a common ground pLim¬ 
an*! have identifiable color and texture. Sky and fog. however, are nebulous "forms” 
having no definable shape and calm and are of a rather intangible quality Water has 
many facet. Dense and opaque at times, violently alive or calm and still, water fre¬ 
quently is better explained and made man- real by Ks surrounding circumstances than 
(he painting of water itself. Chi Pai Shih, a master painter of living forms, to success¬ 
fully ili-MTilml the swimming movements of fish, shrimp, ami rraln that there was 
never the necessity to represent their environment. 

EFFECTS OF UGMT 

An understanding of light, which is of paramount importance in our use of color ami 
definition of forms, is equally significant in explaining water, sky. and fog. The light 
qualities In a dear sky, a cloudy sky. or a threatening or prareful evening vkv influ¬ 
ences and establishes the mood in the entire composition. Light contributes to the 
surface attitude of water. A lake shimmers and glistens or appeurs leaden and still due 
to a combination of surface activity reflecting the quality of light Fog and mist con 
appear opaque or translucent depending on whether light is intense 01 diffused. 

Curiously enough, we can learn little about the effects of light on sky. water, and 
fog from Chinese landscape pointing. Scenes arc usually suffused with a uniform, 
gentle light, with no evidence of cost shadows or no shimmering mists rising from the 
base of a tumbling waterfall, only calm and total stillness pervades 

CLEAR SKY 

An absolutely clear sky, with no cloud formations, h not as easily painted as it might 
seem at first. The effect of a perfectly uniform blue can create a sense of opacity which 
might liecome too strong a color statement in terms of the context of the tundsciqie 
There is the risk then of the sky area feeling like a two-dimensional backdrop rather 
than an atmosphere which moves from directly above the artist/viewer downward in 
an arc to the horizon line. The feeling you want to create is that you are standing 
underneath and directly in the center of a large inverted bowl The blue wash should 
be quite delicate so that in combination with light and shadow in other portions of 
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llie pointing and In contrast to the solid forms, the iaiprntiaa of Mur b visually 
intensified 


•■EMPTV' SKY 

This expression of mine, the "empty" sky, wo cuntrived m particular to describe 
those expanses in Oriental bndxrape painting which hose little nr. more frequently 
no pigmrntjtimi at all I use this diet* to suhth soften the contrast between lltr wlxli 
and tlir voids Rattier tlwn use a pronounced color for the sky. I mix a very fluid blend 
of Prussian blue and burnt umber, creating a neutral, pale tint, e'er so slightly warm 
in feeling. The rnlirr sky area Is then Bath washed In with this cnlnr Tliere is enough 
definition in this color mixture to lioth suggest atmosphere and at the same time 
softs'll the effect of raw. white, unpointed po|iei. 

aouo FORMS 

While tlir cloud motif is frequently seen in Oriental design, M is less evident in land¬ 
scape paintings. When used, the representation b a mere suggestion, a wispiness of 
high, thin streamers evetsitrd in delicate, grntl) twisting brushstrokes 

Western witmoloriiti enjoy thr* more dense cloud formations. the drifting. Ini- 
lowing. three-dimensional masses that float and cast shadows on the land surface. 
Wlialf*ser the nature of a (nutksilar (final (urmatiori, however, it is important to main¬ 
tain a consistent character in all tire forms and not haphazardly combine several 
varieties. 

Basically, painting ckaids can lx* fun because, once the ehararter lias hern de¬ 
termined. the shapes can be fluid and arbitrary A thin cloud covering, for instance, b 
thin in tccling and appearance. hut wlio b to say how tilin'* 

Technically. cluud masses can lie ct rated with both serf oimI dry approaches by 
using Oriental pupers particularly suited for the wet attack. Experiment by wetting a 
piece of sized pa|trr evenly This typr of paper retards alisorptkm, which will permit 
you to manipulate the wash as it flouts on the surface Allow the paper to dry until it b 
(Loop, without am pooling of water. Now wash in the entire sky area with your cloud 
color. This pigment mixture should he fiiirK dark in value and should represent your 
final color effort Irauvr the irnunning steps in this ru-uivr (all hit removing parts nf 
ilu« wk 

Next, using a round brush dipped in cfoun water, (dace a series uf short, horizon¬ 
tal. rgg-vluped strokes into tlir sky urea nearest to you. Rinse ynur Imish out by 
dipping it into (Iran water again, but thb time shake some of tlir moisture out before 
continuing the stroking process Tlir strokes should slightly overlap and vary in size 
and thickness you interpret the cloud m.ws forming an arc twznl the liorizun. 
Return to your first wet stroke's whirl) base ispamlid and merged with otlirrx and, 
using a virtually dry brxish. pick up some of thr excess moisture inside these first 
strokes. If you find the results suitable at this point, allow thn pamlrd area to dry 
completely In tin* event that the effort is loo dark overall or lias started to dry with 
loo many I laid edges, wait until tin- painting b almost diy. Now lespray ami with a 
wide, handy wet liokr brush, soak up the entire area with brood, even stroke*. The 
result will Id- a softer anil lighter image. The final effix* shook! give the impression of 
an overcast day. with a full cloud covering moving from overhead all the way to the 
distant horizon 


BODIES OF WATER 

The (sensing, tumbling river winding its way between sheet diffs. a spilling woteridl, 
nr a calm, inland sea. are all common subject matter in Chinese landscape paintings. 
What is unusual, however, b I lie seeiiitngly (-usual lirotinent given to defining these 
water forms, particularly when compared to highly detailed renderings of Irm. rocka. 
and mountains. A few delicate, vertical strokes arc used to suggest the downward 
plunge of a waterfall. Wavy lines in a faint gray wash suggest surface movement In a 
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Fot Sky. Water. In this rrpieirn- 
tation of traditional Clsiaese j uunl 
lu, »ly. timl uistrt air the 
color of the paper Tlyrr it n<i 
nerd, although if it done, for the 
Ortrn tol landscapr a nisi to add 
staler miirmniii nr bill,mint 
clouds. idtrss ihr nmxmf of In for- 
motion atadable. no further itrfiml- 
tkm it miulrrd. 


Defining Space and Kntinmmrnl. 
Tkli modrtl >llm|i< in «ji |«ul In 
copy t nmr of the hung, fonts 
painter! utfi aucA mastery and 
rtptr by Chi Fai S Itlh treses to 
tlluitrule that, (alien the skill In 
depirl accumlrly the tptnt and 
morrmmt of things in nature. i|mrr 
and rnttnmmeal air also dr fined in 
the process 


_. Sky. rfcu it a drst hplion I 

coined for lark of a better \utrd to 
itggril ml tpace in,/u,ntiu in 
my uork I find actk* sloes detract 
frvm the mood I aunt to ronrey In 
best of ciouris or blur sky. /‘tv brer, 
unite a eery neutral tenth of the 
faintest value to fill the arm A. 
im» Vrr, the sky it not the tchitr of 
the paper and yet this delicate (ini 
Kniti tv dchoc a cast space and 
lend a subtle rmnlUmal iirifioi I In 
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still like The impression of white w-ater rapids is crested by s series of stylised waves, 
but without any feeling of great agitation. 

Water, then. In Chinese landscapes, is not meant to be meticulously rendered. 
Rather, it functions as space, sparingly contrasted against massively constructed land 
form* Along with sky and fog or mist, water becomes a third compositional element 
in these paintings, emphasizing the many contrasting partnerships, large against 
small, hard against delkutr. active against calm, open space against confined space. 

Winslow Homer painted a shadowed pond m such black density that, were it not 
for the glistening trout splintering Its surface In a thrusting leap, the eye might well 
have perceived the suhstancr as anything but water. Thus, the impression of water is 
often determined and reliant upon other circumstances for its reality Any body of 
water, in order for it to have a shape, must be contained, whether in a spanless ocean 
basin or a small depression in your front wall. Thb (act implies a boundary or kind 
perimeter hordering the body of water. It is thb edge, where water and land come in 
contact, that must be accurately and graphically identified in onler for water to be 
logically assimilated into a landscape. Ocean waves will crash and break against the 
hard rock edge of a New England coastline, but it may also lap gratis up the sloping 
grade of a sandy beach 


REflKTWG SUWACES 

The color of water v aries greatly , affrclrti hy a multitude of circumstances A lundfiil 
of water scooped from an ocean surface b colorless, not the rich blue-green of water 
seen from a distance. Water ts really the color of light, determined hy the amount and 
type of light reflected from It* surface and by thr degree of light penetrating Into tt* 
depths. The clear, clean watei of a Caiihlieaii lagumi will allow light to penetrate all 
the way to Its wind* bottom Tie color effect ail then be a combination of that wind 
along with reflections uf light on its surface. A deep, dark pond derives its (reling uf 
density from the amount of silt held in suspension by the still water, allow ing hide 
light In enter its depth. 

Perhaps the simplest way to explain surface reflections is to coin purr the efforts of 
a piece of window glass to a mirror. Glass, held to light, is completely transparent, 
revealing all behind it This is the effect of water In the Cariblieun lagoon Jsisl men¬ 
tioned Glass, with a sllsered backing, breomes a minor, stopping light friars Filtering 
bey ond the thickness of the glass. and will bounce light bock reflecting an linage Thb 
is the effect created by a heavily sedimented nuod. A boat floating on the clear lagoon 
will cast a shadow almost directly In lire sandy huttoin. whereas a leaf floating on the 
murkier water of the pond will rrfleet a much more precise image on its surface. 

WATER MOVEMENTS 

Unless you are pointing a seascape, where water occupies the grt-atri, if not total, 
portion of the surface, then your area of prime concern Is probably at the water's 
edge, where the shoreline is joined. 

In open seas, surface movements are determined by forces of nature, usually 
winds and weather. At the land's edge, however, water movement generated by na¬ 
ture is affected by thr eonflguralion uf tlie shoreline, which frequently alters the 
character of the water. Water can lap. bump, or collide with a shoreline. de|iending 
on the strength of the impelling force. The attitude of the countermotion of water at 
this point or impact rests on the structural nature of the shore itself A smooth beach 
will allow a tidal fleas- to return smoothly, whereas piers and pilings break tlie normal 
movement of water, causing small, swirling eddies 

Painting the surface action of water calls for considerable restraint, lire tendency 
is to over-render, to add an excess of wavy strokes, or to create a turmoil of conflicting 
directions It b also inipurhail to rralirr that the movement of water in a landscape b 
not an isolated effect A strong wind roilmg and ruffling a lake surface will also fid 
*aik, stir trees, wave grassy Bolds, and flap garments. Discreet handling of agitated 
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Cloud*. I hr ttnndard clattical an 
uroach to the trade ring of (loud* 
by thr Oriental painter uiuafiy ra¬ 
te tied a feu iei*py line* which 
ended ami floated lazily in tpace. 
Rarely are three cloud* paintnl 
again* am open tty They are moor 
frequently uted at trilling mitt* on 
mountain peal t or into taOeut. 
where they t eil rarli and hill* 
More often than mot. they hhert a 
runty /ual. leaumg It* htehetl pint 
' | aharr I hit rlolui form 








M'H Cloud*. So)), uel-lookiug 
cloud* ran he a heudtame effect in 
a uatcrcvlor. and they re ^tri to try, 
The trick u 10 get thr m to *tay in 
place inter you'ie drridnl to me the 
i tel approach If thr *ky area U 
irry large, try veiny a tpruuer 

Home re r if the t jmrr it tlgfil and 

butt* up otfutnir a critical (fajir 
utr a utdt hake hmth Joe metre 
cimlriHed netting Before Mroimg 
in color (Hi the pa/ter a little time 
to dry. to there t* mo petohmg of 
uatrr rtklrtil Alton thr pigment to 

fc u•lrt the tutper. Dry y.u,r 

i and pick up tome of the color 
in the center of mane of the form* 
At the turfoce drier tmore, utr a 
I truth dipped in clear mater and 
•pot Into thr roumlrd form*. Be 
cartful that hard rdgr i dn not 
develop 


Overeat! Sky. A cloudy, me trail 
tty ran he uUcreittmg If ww dr fin 
Itiun ii added to rrliete tliii gray 
expante l‘te the tame trehniptr u 
in the rendering of bllhncmg 
cloud*, rwrpt keep the Jtapr* muter 
elongated Start uith larger form** 
to luggrtt tty that it dirri th, 
aline and gradually Mi in 
tmattrr. thinnrr cloud*. Fart them 
togrthrr until they fadr lain thr Jit- 
tout horizon .4 feu faint and freely 
drawn lime*, at teen in the »ketrh 
for wet cintuit, i till alto help 
~mote" the tty away from the 
rirwer 


SKY WATCH. \>D rOC D 

















* 




'Hun, High C loud*. A high i ky 
nil !i rather thin clouds ran he por¬ 
trayed with a series of wash strokes 
of etoar value, drawn at though 
they mere rushing toward a gather¬ 
ing point at the honum. .An urro* 
d otal /mtrh of blue breaking 
through ulrr* the effect of cloud 
t'unemenl. 


B Ilian* in* Clouk famdiar right 
fa the Southard —at lead when lltr 
rky u not itcrfrctly clear and blue— 
d a hdLmlng white rhntd drifting 
and moowntarily rme ring the midi 
gfou ClonJt then thou an imtrr 
edge of light, with ihr renter futr- 
tumt darker To crratr a rente of 
rloudt /bating easily in tpncr / like 
to keep their Udtsnri rdprs fairly 
flat and straight, tilth a good 
amount of blur tky showing 


Agitated Haler. In Oriental paint¬ 
ing ihii taker on a eery dirtnutne. 
dutlhmir design, l ien the fotunu 
whitreapi become well cum risetf 
drrtgnr Hr presentations of mure 
quiet waters rail for leu high arc 
ihoped ms lit One tuuc of pattern 
frequently used ij rsdled fishnet" 
because of ill tditkms resemblance 
la fuhtng nett. 















Swirling Water, In f/il> i finfraiion. 
I'rr u*n/ « »« rv > . if ifn A.i o/r«ry- 
ing telu, ..in/ HiyrTim rip£r»f 
(mill lurfair u.. i. imu/ an if 
■I , iffU . I. ... nrt rill .'If f ;~r rtf 

/ijhlrtf /im-i tugg. •» ri , J*ng hig/i- 

/ighfi in i fn (U dart «wir- 

an nU Inl m The r.ilJlJ flirt it of 
dnjf. omf/y iwtWwg «atrr. 





( aim Water. M^Jutriy tfiU u*/er 
1.1 wM nr //erf < nrr; jii <a> iimtgr. 
rfil, ill u it ml km Jwu « . « ualrr 

hut uilh 4 th'U illcM* iii»riulortng 

•.. Til.- i» >• 'irrletf 

4Htrr t L illy. W a «««./.' r.«lr inn 
nppleJ thr fhU nnan. ftecllau 

I IV | 

lin i/.iri fur i/iii ■ tly IrhluJ Aim 


Trv«' in i \ n.tfc f>.. in /hr it 

i/ 7 .i/ nlfh an Hi'. '1 hi flu • 1«w / 

, /1.... iJ ..nil il *■ I, I . <e in nail 

am/ lltr Url tali MM i*l "»"■ 

1 In'it u I url tin ,M/. 1 fut tirulal- 
l uni min h of the 11 .Her f.i napo- 
■ u inf. 

t f/ie / Jiugr I ttllnl the hoard a 
in ./iff. lint i/lreillnm In ciin/riW 
thr mining of the jilg'nrnr. A 
happy aerklrnt orcurrrd in liir 

■ rr (hr 

nth f? - 1 .1/ Mfi j.'i.imf J i/ry wpot 
multi little hauler nlgr ihtrlnurd 

I , ff. . ; .1 | .. .f I., r-i / mini/ i< 

of a pair ««in fr*»n, r 7*. n* 
in..mgh thr Ptht 1 The trunk a«« 
|ml rn liil in a 10/iir /uif a httlr 
darker than thr f Jitter 
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water movement* combined with their reaction* to land form* can often convey a 
more effective impression of a scene than can focusing too tight!) and overworking 
one aspect. 


FORMS IN FOG 

Creating a fence of fog nr mist to Imi a c**e of painting these hny shapes than it b of 
delineating the forms affected by them. Solid forms seen with clarity arid of darker 
value in color suggest a light fog covering. A* these forms lose their definition and 
deep color value, the tense of fog become* more enveloping and dense Clarity of 
objects and value changr*. in addition to revealing fog density, also rstalilivli ilivtanee 
An ill-defined diape in liglit silhom-tte suggest* it is well aliead of you. These are only 
brand obscrvatkins. of course. and would be affected by the relative >irr of the form* 
and their normal color value 

Fog. in itself, has no color, but shows the impression uf color depending on it* 
thickness and the light situation. A thin, vaporous ground mist mas only faintly ob¬ 
scure forms, but these forms will still show their coloration, although some color in¬ 
tensity b Inst and values will lighten Fog. which U composed of tiny water droplets 
*u*(irndcd in the air, will reflect light, a* those of vou who base drtven in a heavy fog 
hark with your headlights on. will fie well aware of. Thus, log can take on some effects 
ol light consistent with the time of day and circumstance. 

To successfully convey the perimeter of fog—those vague edges where the scene 
returns to its normal clarity—you must blur and soften all emerging forms until you 
gradually bring them to their true distinctness. 

Fog. like water and skv. Is probably most successfully represented when under¬ 
stated. To restrain any desire to overpamt the effect of fog, keep this concept in mind. 
Think of your while paprt as the must dense, surely the most opaque, hum of fog 
imaginable. Consider each solid form added to this white mass and its effect on the 
misty impression you want to create. In vour attempts to suggest the color of fog. 
evahwlr what each wash dors In altering the relationship between the forms alrrudv 
pointed and exhtfng hi the mist and those forms outside the mist. The approach is a 
combination of adding forms and color and gradually subtracting whitr "fog ' You may 
well find that less b better. 

Try it II works! 
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Slap I- Drntity of fitgi a ml mutt are dele trained If the rlarity of detail la th n pa in liny. I 
prorreilrd with rrmtitlrrahlr ran trying mil lit rlrtrl.rp any frtrmu hut duilnrtly at ihit rally 
it act I plant! a irry light iroih acrma the top portum of my mounted Mata paper. The hncer 
half, left rtwnt tolly unpointed. apitnnlntatrd the ana In nhirh the fog would Itr mil n idem 
I alto darkened the center of the uptur portion dightly, w ith the idea In mind that thIt would 
he where I would later locate mate «f rurfurrt .Uounfla * the Mata paper firtt icith the emoolh 
tldr up. allowed me to lore ami hlrnf uathet evenly and with rate Hot fir,t noth uat painted 
onto a .lamp turieue with the lamed dtgMy tilted to allow a that downward run ,\t thr 
pigment appnnuturd thr .lira I u anted left unjk tinted. I returned tlw hoard to a flat plant and 
t)uwkly pu ked up the etreu paint with a litmfi Imiiii 


Uthcbc'iecMIcfi Q^.ch/ 
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Step 2. M'Arn painting a let me in uhich fog n I hr dominating choraetrrlitie. U it mhitabie to 
leave limit ob/rilt that teynire greater definition for loti I derided to uork on the ground 
plane next In kee/ang nlf/t the ten* and mood of toft rein and fog. I tried to develop thu area 
in a loo it . fluid manner I dampened the lower half of the putn/rnc urtth a unde hake brueh and 
immcdwieh/ utuhed in a ury dark itrrak aerou the entire utdth of the rurfac* Again, I idled 
thr Imwinl dighlly to aUou the iMgment to run to the bottom edge, a.hkh oho created a toft 
blending til the top Thu unth urn permitted h> at until tdmotl dry I them mead a #3. rounded 
Mililr lit in h dip lied in cUmi utiler to ttroke in the hght-tuloied Uteoki The uatrr left navy, 
light impreiiuini hy diluting the bate noth Quickly rinnng my brtah out to remove any 
rexldue of color, I immediately itent back tnUi thete mail artat and picked up any rzceit 
•nMiturr After the ground area dried. I re te retd the board, dampening the top half While 
the lurfnce uai mil uet, I floated a urn h onto the turf ace rep relenting a large foliage matt 
The hoard uai ir|it flat in order to keep thu dark color in place I did not uanl to create any 
directumol fhm Finally, uith thu portion of the painting almort completely dry. I painted in 
tin- ulfu turtle thnpet of thr dittnni tlyic raprri making m re that the bottom rtlgrs graded out 
c truly into the horizontal rrpmenlation of the fog 
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Ko* Tl»h Fwnim ifiniikcd |ninU*|i. ink on paprr. 11%’t IV iJJiJifin foJtfNw of 
thr artut Thr Lit. and j« r hapt aunt critical. touch called far jigum nunmg into tin fog. Thr 
warvtt form had thr moat elanty and urrr thr latent m h> Thry u*-nr aim thr darkrit m 
i rdur \» thr flgurri motrd Into thr fog thry dlmlnlihrd gradually In »U and light card in 
vtdur Reflection* urrr alto luidrrl to thr rlotrr form, hat not to thr nlhrrt I lilt hrlprd 
furthrr •• itahhth thr fog drmtty. \ u,ggnli.«i of curt hanging hruuchrt uati tlmkrd into thr 
Ufiptr Irft-hand comer to offtrt thr mdiitir nutrnrnf of thr fdlagr on thr right 
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I AIMING STRUCTURES, whether 

in an urban or a rural setting, usually suggests a necfiuty for b<jilin‘n. o( lirarmg 
down, because I hr form* arc more precise. An understanding of perspective, whk-h is 
often "fudged" in a landscape, vmu In become of paramount importance in treating 
man-made form*. 

To a drper. this it Inir. Perspective probletm, of course, aha esht in |Minlmi| 
tin- panoramic natural forms and can be even more difficult lavaun- the are 

fluid and (lie feeling of '|iar and distance innalrlinliix Rolling laud movement*, 
with concealing growth and trees of varying heights intertwined and cmtrnl with 
foliage, present very dlfhcult perspective i oroiderations 

Urban landscapes, in contrast, convey some sense of logic. The ground plan is 
reasonably consistent, angles can lie plotted, everything appt-itrs solid. Forms are 
placed against forms and grouped at diSrrent heights, some arc sherd, sheared, ami 
stacked, ami others are penetrated. Over these geometric solids arc vrtirvr* of ur- 
nameotatioii and then, ultalird to this outer decorative ’’skin,'' we lusv »pi inUing* of 
urban litter, billboards, neon signs, wires, antennas, lights, etc To take all this visual 
material and give it an artistk rationale ran Ire enormously difllrnll — hut «et> 
c setting. 

In Ortenlal watereolocs, structural forms seem to fall into two categories, lu the 
first group, there is the small country house tucked into an overwhelming landscape 
or a tiny cluster of provincial dwellings, again dominated liy tire rut iruumriit. Tlicsc 
inrms are rendered in quick brushstrokes which define only the essential forms Then 
there are liaise pointings srhfch include the more courtly, more palatial liuildmgs, 
wrhirh are handled in meliniknis. oniamenlal detail Gmimnn to Uab type* of lender* 
iug b a perspective attitude unlike tluit used in Westrru art. wlnrli calls for parallel. 
Imrirontal lines to converge and meet at some point on the horizon Orimhil artists 
interpret the third dimension through borne trie representation, which means lines arc 
always parallel and do not meet. As a result, to the untutored Western eye. structures 
appear to tilt and open up more and seem lu he stage settings rather than an accurate 
representation of existing form At the same time, then- is an appropriateness to this 
technique when seen in the total contest of a traditional Oriental painting. 

UNDERSTANDING SOHO FORMS 

Undent audit) g the culm, being able to visualize and draw it accurately, is ptohwlils 
the most direct method of understanding solids Gimhinnl with other basic get inset m- 
shapes—the cone, cylinder, and sphere—virtually all si rust urr s can lie analysed ami 
undervttmd By using this approach, a simple farinlioMM* bitnnrs a gathering «>f cube 
form*, and by splicing. attaching, penetrating, cutting diagonally, then reassembling 
them, iiiorh as a child playing w ith building liloeks would do. we can gisr the struc¬ 
ture its form again Another visual approach might he to imagine the cube as a large 
container into which the farmhouse is tightly placed. The size of this colic is deter 
mined by the largest dimension in the farmhouse. After the form has hem contained, 
imagine you are removing all I lie air spacr from this hm. leusing only solid form 
behind. Thb. of costive, would lie the far rnlwuse. 

UNDERSTANDING STRUCTURAL GROUPS 

Developing a successful urltan landscape painting is being able to first nuke a dis¬ 
criminating selection from a vast amount of visual material, and *romd to rrsohe the 
aivuiatr placement of |1 h- elrrin! forms so that they work in visual tmnkirt with earl* 

offca 

Perhaps the biggest problem is simply making ail the structures fori as though 
they are related jimI logically attached to the ground plane while, at the same time, 
they also occupy their own space Student work will frequently refleet a niisunder- 
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Structural Mobil. A farmhouse, 
rooftop* »f a Jut ant i ilLsgr. or a 
•mall 'tutuntaDi rrtrrat art common 
structural motifs teen in the tradi¬ 
tional Oru nUi' landscape Spar¬ 
ingly rendered, usually In ilrybeuth 
lines, these provincial budding*, 
seen ia the context of a panoramic 
land*i nt>e. are small /hi man nota- 
tkmt placed against the meru Mat¬ 
ing form* of nature 


Kattrm Prrtpcctnc Another ex¬ 
ample of it nut uml representation* 
in Oriental painting » u the mu nr 
ornate, courtly type of duelling, in 
uhseh detail* are meticulously 
noted Close examination of such a 
work would meal the difference In 
the uwu permeelite is used in hast¬ 
en and in Urrirm painting Paral¬ 
lel lines, as tern in this drawing, 
seem to remain fiarnllel to each 
other, rather lhan drau together at 
a common vanishing point on the 
horizon, as uotdd he thr case in 
UVrtrm perspective 


"nlcr« Pfriprtfiif. This uWl 
drautn t ilwu » a strong sense of 
lienpecllir lines, at evidenced ht 
the Imlicidual itrpi In the set of 
• tain. These liner mote logrther 
toward a distant point. IJnrs arm 
In thr other structures alto suggest 
n mow nr nt to a distant point This 
feeling of converging lines is at the 
heart of HVifrm penpnlne. 
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(Komriric Form*. Thr mhr. <V*» 
dee iphrrr and rime arr all bath 
gn** nrfrW form* from ultlrh MINf 
man-made ttnrctnrrtdrnrr^ The 

rarh of thrtr formt ran be run 
t imid. ubdr >ll II rtlaldlthlng thrtr 
nutrr |»rtoiflfri Hr aim in darkrr 
outlinet arr the am u «>/ijairr r w A 
form u t ahl ot cupy AllKeigh the 
imMahiittg fcnr imjAf iron la at re¬ 
lay and mtrudr into the tpatr fflArn 
up l"r another ttdul form, the dark 
tit tangular ban i iniluate thrrr u 
tu/firirnl iptue luticren the farm* 
that no nr of them I oink rat h other 


Bin l nil*. A tinectund gn> «»' *•»» 
hr high 'Ahj rtiablithtd laing 'In 
hot containment’ method in nbirh 
rath building firm i> thiajiud a• 
bring contained by an Iniitihb in- 
cl,nun determined by the t.ilid 
form • grratnt riimennon* Ai ircn 
in fAn i hitter of itmidifird farm 
itruclurr* —lioutr ham and %lbi 
—each unit it bated in Seeing 
man omdt forvu in tht* uiut kelps 
to amplify and more artnititrly dr- 
Irrminr i*rxrportum* of budding* 
and lluir firniarr |«An rtnrnl in re la 
liamhifi to otlur uttilding* 


Si* I i nr Scrnr. In order to effa- 
ttcefy (Mini a »kybnr nr me in it huh 
an <n mthrlming mat* of gnunrirw 
form i and *t natural dt tails hair to 
hr confronted. It li impnrlant to 
rrallzr that tody the inijinrulnn of 
all this m III Mu in id lie i unity d It 
!• afw mitral that a rente of 
thrrr-dimrnttonaUtu Is tuggritrd to 
at oid thr b ding of hat In* imlnlrd 
a flat leu kdio/i. la thl* ttuify a 
number vf thaprt float aertnt the 
foreground ualer lK ir »hup>% 
diminish In liar at they tppnnm h a 
thorellnr tludtlrd u ilh in mil, hud- 
tied form* n.ggriting prrha/n, 
purs doth* uarrhouu-i etc Thr 
rnuht'r found u orrtipwt! let thr 
great hulk of budding* defined by 
iKutou *. for thr most part hnaltu, 
thrrr arr the i/lilani eilhourlte* of 
background rtructtrm 


















tluiidiiiK of pimp ioims am) iht- nml lo substantiate the visual anil plivsic-.d fact of 
wikis. each having a lived amount of >p«r determined by it* own dimrnsiniis wlmh 
can't lx- intruded upon by another solid. You must Rise cud) building. each cur, each 
hr kip’, ndl structure. it* own icrntun. and, run when these forme seem to overlap 
curb other visually, this feeling must still lie conveyed. 

SWkPt.itHNG STRUCTURAl GROUPS 

In painting an i cluster of solid loans, the eye should first price hr the line shape* 
without itirsiuig the surface details. It k more important in tlx- i-oris stage* lo treat 
wliut in.is at first glance seem vast I'complex in as diicet and himlamenlal a manner as 
possible Record the proportions and angles of the huge sufixes amnatrly and set 
asiile am .unietv over tlie need to mimediateh indudr windows, lire rse.iprs. duan- 
pip«*s. He- I iaii Into a problem of this natun- in my |tainting. The Mil (.'(inter, {jugr 
134), In which I letonc totally and orematureh involved in drawing aixl painting tlx- 
Ibn-ginuixl drlxiv I eventually Kail tn start mri, stressing the I mud inter Inching 
wall turUts ami xdvkig the sharp, diminishing angle of the turning street. Ix-fntc 
returning to tlx- litter of the marl stiiicturrv 

THE SKYLINE 

Fainting a vision- — aw! particular!' a sis line as familiar as that of New York City — 
is, in mans ways. less a drawing pndtlexi than ixie of artistic interpretation Ms lon¬ 
er rn in copmg with an> urban siylux- seem- is how to employ color, light, and mood 
to make what are essentially silhouette fount into something of greater depth 
and interest. 

It is a problem i<> solve the visual sematiori of a skyline living no more tlnrn u 
two-dimensional Ixx Idruji Ms suggestion is to develop greater interest in foreground 
ix tints. which would provide a trrlmg ol stepping stones leading lo (lie middle ground 
area, sv lx*re the skyline structure* would ihen begin Oimpositionalls, a bridge would 
lx* ulral to leal ,uxl direct the eye mlo the liorlmnla) inoseuient of tlx* skyline 

STREETS AND BRIDGES 

Unlike the street scene in a Western painting. Oriental perspective would penult a 
tilting of tlx- street plui in order to reveal greater space in which more uctnitk-* could 
then lx- di-Matted. The Western view would folkrw the laws of perspective, and tlx- 
vlrngla stm t would gradually draw- together at a point <m tlx* distant hemaw How¬ 
ever. the street scene rarely shows the itrrel itself, hut instead, oilers all its rrLiter! 
xtivitx The turning angles of huilding laradrs reveal the direction of the street, and 
dunging roof lines suggest its dips and rites. 

Him to csmtind with painting the street also means solving I lie problem uf that 
meat block oi vertical air space which is structurally urwxeupied user the street itself. 
To leml interest to this void and to composttiouallv offset tlx- strong verticals In tlx* 
flanking buildings. I like to include hues of wirmg. horizontal cost shadows, flagpoles 
projecting from the structural surfaces, and even pedestrian and vehicular 
movements. 

A bridge is a beautiful structure, a combination uf swooping arcs, distant 
riliment-likr strands that breumr enormous cublrs upon clover inspection, and great 
massive pylons of steel and storx- A h rid ft- can lx- difficult subject matter if only in 
terms of how to position yuinrll Ixiw to estalilivh a feasible viewpoint I mm which 
you can convey the nutssrieness and. at the some time, the dehrac-v of form. Seen 
fnxu mie angle. It is an obvious horizontal CompDsitkm of measure*! segments grace- 
fulls linked together Viewed from another perspective. tlx- bridge Ivmmrl ;< loom- 
me. thrusting vertical »hape. scored with an intricate latticework of steel girders and 
other support members 

A bridge, purttcolarly one tlvat soon* a great distance at a great height, is ideal 
subject matter Sir stroke aixl svash tr« Imxpirs \Vaslx*s roukl lx- appropriately used In 
desekip the broad, massisv* pylons aivd. at the same time, treat the more delicate 
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shadow aicis on (Ik- umlcnlde of the ribbon of imdwav. There is. of course, so much 
linear activity in 4 bodge that the tcinptJtxHi n to overdo the stroke work! Some 
caution should be exercised in handlfog the ewvvive numiier of lines that physically 
exist in this subject matter. Drawn with precision and minute accuracy, the elicit 
becomes too architectural, less free, less painterly. Represented cjviuOi, the inuiit- 
would (lien appear weak and uncertain. 

RURAL STRUCTURES 

The farmhouse in mountain retreat is LiniLu content in the traditional Oiieutal | stint- 
inK. It is rare, however, to see either oi these rendered hi great detail. Thevr small 
structures, tucked into llie massive folds of a mountain landscape-, partially hidden in 
large forests, or spotted along the banks of a tumbling waterfall, are boxlike units, 
drawn in quick, pnefse strokes, and used to heighten tbr contrast lie tween mun 
and nature. 

Rural structures ore also u food tlietrr in Western landscape painting, ranging 
from New England's steepled churches to the flat brief ranches of New Mexico The 
significant ililTrii-niT- in (lie liralini-iil of iiniiiimiu subject matter by two dillerrnt 
cultures seems to lie a matter of emphasis Nature dominates the Oriental attitude, 
whereas man, represented by his structures, is more frequently in the forefront ui the 
Western approach. 

CHICK YOUR VKWPOINT 

Even the most static. indiHrrrr.t cityscape can often be enlivened by a change in your 
viewpoint. We are accustomed to standing, feet firmly planted on the ground, survey¬ 
ing everything about us at eye level. But structures ore permanent fixtures. We have 
tu move alwut and actively search for (lie interesting angle, the intricate, interlocking 
furuts. the niches and crannies, the interplay of planes, and the- vibrant mixtures of 
strongly linear and curved forms. 

To break the routine of ground-level views, try an occasional bird's eye perspec¬ 
tive of more unCimllLu rooftop planes, angles, shapes, ancJ lines An even mote chal¬ 
lenging problem would be to develop this view of structural forms using only visual 
information obtained at ground level! 

STRUCTURAL DETAILS 

A successful painting invoking structural forms usually conveys a sense of rightness, 
of drtaih properly li.uulk-il In help areiir.ilrly ilrline the whole. Windows, for in¬ 
stance. badly positioned and proportioned, can distort the entire facade of a building 
A |x**fly puinted window licitimcs a two-dimensional blemish. Handled properly, a 
window K an architectural detail rrlVcting a variety- of information. It should reveal a 
feeling of spate le-hind tin- panes of glass and, at the same time. sIkiw light and color 
across its surface It Is a vertical duplication of dear, still water in which images are 
reflected on the surface plane, but with a simultaneous sense of depth. 

WHAT TO INCLUDE 

In any city scene, tlicrc is usually an enormous amount of visual clutter that need not 
be a vilaJ consideration in conveying the feeling of tliat scene. The other side of the 
com would be eliminating useful hits and pieces of information which can contribute 
to the character of your setting. For instance, I have found fire hydrants useful, not 
only for their interesting details, but also for their shape and color In addition, they 
can easily be shifted about tu suit compositional and color nerds and still appear 
logical and appropriate. Similarly. I've found lane marking* a very convenient soliitiun 
in handling dull expanses of black asphalt. 

There are many everyday, mundane objects that we overlook but which are a 
pari of our normal day's living pattern. Sometimes, by taking a second look, we can 
discover a charming quality in them, and they Ix-cumc that nice touch that often 
brings a painting together successfully 
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OCAONSTtATON 5 BRIDGE 



Step I. Thu mi uo/i itudyof a bndgit In lou.tr Manhattan uai an rletting pint uhhh prr- 
tentrtl torn* unanticipated problenu CirmporittonaMy, tht hrtilge teat to martire U dominated 
lit immetliatr lurruumlin «• It alto pretenlrtl mch a lining diagonal nunemrnt that I frit it 
nrreuary to counter balame I hit mil. n line uilh terttenU and uipfinrt an girt u hult mud U 
keep the eye fmutrd uilAm tht toted Uruinc area. For thn part in Jar it no tier a/ itrnly. 1 
trlretrd a duet of nonaluorhent \laia )xtper and mounted it tilth the month tide up. I hit 
gate me a tut fat t on uhlh I rendd dimly JerrUip the nrrriMry detail* mtluul fear of runs- 
ucy im/ifi (.’ring a eery light gray uaih. I indicated all the general ihaptt in line and mam 
In their appropriate political and in proper perrpretire I aim tried to gite lone rough tmlicn- 
thm of a tight tourer 
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Step 3. With all the major forms in place. ny rfjoru uere then dirrctnl toward a morr precise 
focus on lighten: and structural dr tails Both the a ’uirrsmlr of list bridge and the supporting 
arch needed to be morr aecssratrlf delineated The skp area teas she blip darkened m the 
left-hand comer, uhich also emphosixd the light tabbing the leading nfar of the roof on the 
left Water minrsumlt la the cast shadow area in the foreground mere mashed in with broad, 
horiusntal strokes to suggest a tlugtishstrss in the lorn . undulating mates light tertkal lines, 
not quitr parallel, uere dmten M nnn on the side of the warehouse to Usdseate the corrugated 
metal sJseetssig 
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Step 4. Mart it natural deladt a ere utlJed uilh greater attention paid In I hr fuu iliwluin 
and I heir tupporlmg tlmhrn The effect of light on the {territory rrm/ o/ ifcr ihrd uni trretni 
in tom r Jrtolf. u K«rr iV iWnun <aif ly the brtdgr onto the girder utwi .»/ the on/, At thh 
pomt. I itopped all arfirlly ami hacked away /tt'» the painting Searing that I urn approaeh 
lint a rather utiifying udutlon. U teener! ad lint hie to nlUm it to dry tompletrly ami plate U 
n n my rate/ mtlh a rough entering mat for a long, cartful look. By th ing to. I hoprtl to tieu 
ohjntnely the total unftnet of the painting and prrhnp* rente rather (Jan tee uhat more 
needed to he done. 
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Bridgr (Miked pamlint'. i..A on paper. II H* i IS' (Vi i M em roUrrtion o/*fcr irfM. /f 
termed to aw. after a partial ofju it Uh«i(. tlx, I i<*y fin/*’ needed to lx at I tied layout i daring 
mow dark arcrnti in the miw/ou t «»/ the thed on the right I futwd a little more uith itru, 
lural iletatli la the hridge. j* led at the .hilant In.l'dingi and pie,fed trmr u tth the <i V 
taintt I think I uat quite pleated with the reuJti. had tn/uyd the uhaie prvteaa. and here at 
the tail i lagr. imi a little rehteturn la let CO 
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DEMONSTRATIONS 
AND GALLERY 



DEMONSTRATION A SCHOLAR 



Slrp I. Thr floating inufir. a faror 
Ur then* of mine. ir« uoutn iurtl 
here The mereII dark irffluf! *' called 
for thu time, for iwwiTluc around 
and lioMinc out thr younc boat¬ 
man. SllMT thr rmmplrd |NTJMT ef¬ 
fect toll uied. prrculon u-at wry 
difficult to or/itrtr in thu early 
•tour rrry rourw rffrcl tint r»- 
labhihed nrrvii the centre jxirtum 
of the paper, hen inn only niu/l 
hand* of unpointed arrtu at the tup 
and bottom Thr Imrnt umhrr lex 
tonne uw* held meat/ from our 
i mod. central portion , uhuh mould 
rtmluaUy hr occupied by thr 
boatman. 


Mrp 2. Thu ttep li tetruluJ to thr 
firm iiith minimal r/tuner > Of addi¬ 
tioni. All ny effort* uiTr directed 
lotiord a elearrr definition of the 
area for the ficuer I uird a finely 
pointed table bruth on thr crum¬ 
pled paper tti rfarr to brine thr 
Imkcivunil Irxlutn Into firmer 
mullne arounef thli unit The *;»»• 
allotted for thr reflection net edto 
bronchi mlit Iichirr form ThU 
fmteh iif UNfMiinlrt/ paper pcnmlteil 
my colon to react brilliantly acaintt 
the dark, murky that Lit* farmed Irq 
the tnrrhancinc Miner and the 
thadout out orUo the uater'i 
utrfacr. 


IlFMlfNSTH tTMlS% AKDCtUCIf IU 




Step 3 . U''lh the fvhagr 'mm and 
l/» adrr wrrr 11 aintrd mrr 
bnm,llu Thr Ciior of ihr ualrr mi 
brought Into both the rrflntkm and 
the Unit uhilt a triur of ir tiling 
light trorlu doirnuard through thr 
oirrhrod Irani and bnmrhn. 

Slrp 4. Thr boat and rrflrrtkm uat 
uurkrd up in flnrr lUtr.t! uhllr thr 
ftgurr WH M hrld hark from final 
definition Surruundiitg colon wr 
drrjtrnril gradually In onIrr mi 1 l» 
/irrmaturrly drudop Intimity in thr 
flgurr 
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Scholar finished painting, 16* s IV (II * 16 cn). The Killed boatman mi /indfy picked out. 
urini* luwln of firth njurt fin a it arm mi ml amid the runt of tuirininillHH daik mid 
colort Their uann color toon mere alto carnet! into I he rrfircHnn airfare of the ualrr focln 
iwi liii jlKiirr area am eerrnt anted In/ I hr md/klnm of darker uaJa-% into ihr no rr inr.a/ini' 
color and ihailott amu. 
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DtMONSTRATIOfJ 7. VfNDC* 


Strp I. r lun/ a ihrrt of laitun led 
Mum paper. month tide fan up. 
for ihu rotating, I rrcttgnizrd 
tltr nrra for Hunt dr free of prrci- 
tum in describing thrw rm irr ilnar 
lured farm I ui ed <i r try pale 
umth line of burnt umber to roueh 
In ihr general diipoation nf nil Ihr 
major thaitrt. Mtfmg ritur attention 
to the diaunuhing antics of the 
ii tndnu i In periptt tur on the right 











I 



Slrp 3. At thr ptlnN lirmrrtlni. 
my grnrial line ofattack vui 
lauanl a grmlrr liefinilkm i>/ the 
form*, comutmt trifb (/r tente »/ 
already rumrpj iU </ii« 
ifa«i»\ r/u- (Minting thiurt fuller de- 
trli'fiir.rnl of tin- uindoit urvei 
along tilth thr hath tlrurturr of the 
fruit i la nd the tun flglirr* till rated 
at the lunrturr of ike two atajor 
wall planet, and the noth line indh 
taling the curl that alto define* the 
itrrrt On thr left there ii it I'lggr«- 
lion of a teeondary light tonne and 
one ihort. dark itroLr of umltr 
TliU marl irm utrd to help me it- 
tualizr tunc dark a calur I neetlrd 
In order to iwi i-xfiWiy relate ihe 
thadme half of the (Minting to that 
portion tat! in brighter light 


hegan to aiiurih- a ttnmgrr t 
impact, at the total Ur form, itc- 
ouired a mart pronounced Ihree- 
dunenntinahly The larger thatltm 
area* were darkened hy fint i ret¬ 
ting the entire turfeue with dear 
uater. and then waihoig In tin- 
color. Thu i iou. the - ft blending 
of the light red Into the Idue it at 
maintained without a rrup nlge 
occurring 
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Step 3. TV mm of light betane 
much rncrr apparent <u color caluei 
wrrr deepened. The l argr red am 
■Ul hr cl rn inti utlA d » lightly 
darker noth of the tame color to 
luttrtl a thud,>u tanation u i thin 
thmt riMiur The left tide hat hern 
partially catered In a jluumg wet 
math, projecting tome shape i for 
uard. uhde other i err blended Into 
the hackgmuml. The tittle lent 
itrokr hat begun to feel eery much 
e pert of the turfere, at the lur- 
r minding iduet citablUh e c liner 
relationship 


Step 6. The pointing at thu point 
hoi al mo it curqtIrtr. All that KOI 
required n<n a tighter forut on 
tome of the detail* In thi* particu¬ 
lar cotnpotitkrn. where the oicturr 
plane ii <Ai uled irrtkally. the \eitte 
of halan r u mitral, the weight of 
color and achtlty need to be ditin- 
butrd rtettly (non both left and 
right I found al thli Juncture that 
the right-hand i all. ulth the bitty 
fruit Hand, had become more 
pfMMM M 
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Vendor ifmiJml pain Hint' l/H‘ I 13® (29 t .W no 1 , mOertion of the art lit la hanging thu 
painting In lit ronrlmion. I added tmaU accent ,• throughout. tlretaing ike left-hand dde a 
little, until I armed a more even balance had been achieved The turning on the extreme right 
teat lightened n1th a thin of white to rugger! reflected light. Finally, the tingle rtrvhe of 

umhrr, placed doren early ni the painting promt to ettaUuh value rrletiomhipi hat bmw 
fully Integrated 
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Step 3. A fain I umber tuner was 
olaerd i"tv (hr (w middle area io 
betur nrganiw the mm/naiitm and 
lo rstabluh a (net! point around 
which I could buildusccredtng 
color inlentil ir*. I tin* the lightly 
defined figure «i a guille. I then 
darkened mil the iwfi irrai, ipttm; 
them more net cht and body. 

Slap 4. The Image of the pmricr 
boatman teat brought into creatrr 
clarity in tide teyumte, and the 
boat Itsrif u <ii brought into three- 
dimensional relief Smrtu* that my 


oihly. aftpranng forth hut 
td. I derided to generate ww 
oral feeline by adding a fairly 
dark i atur of burnt tirnna it run 
the hmrr middle portion of the 
painting A t thic trash bnno lo set¬ 
tle. I dabbed into it with dear 
uoln . it hub I Imitat/laldy pithed 
up with a damp brush This crralrd 
a horizontal morement of • Ughtlu 
tr it aval forms uvrktng against the 
’ * ' noathnrss of the 
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Summer* S*o (RniiWd painting. UV * 17" (37 I 43 cm), rtJlrrima of thr arlitt. hnot 
hiaekrt mntrfy iueolitd etlaUithiag the Jrgrrr of e lari If mrtrua’f to laltri dr fat the figure 
iht boat. and thr rrflrrthrn uilfuwl hnagtag them too far font uni aad. M» rffrxl. rrmot injc 
them from their wmmn/iiKi. Thr rejlntUm urn • treated at a nrrur image to »ur>( irry 
fiihi uslrr 
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DCMONSTIATION 9 HON DANCE 



Step I. In trying to captu it tbr 
flator of tkii traditional Chiiittr 
Snr Yrar't artility I chow In uw 
limbo /mprr. a tlikk itunlp, but 
highly abuirhent t’onntl Hoping 
that M paper ironld prrimt my 
bring loo pirky. Inn attmtnr to 
mraninglru lie lull I I pitrtnlrd to 
drlmratr thr broad armi through a 
nunhinalkm of nm>hr« and ft nr out- 
hurt At wm in thu itrp my 
uaihn immediately fumed into the 
I taper, grading well beyond thr 
arm I Iliad intrruhd to rntrr. 

Mcp i StiU in tbr early *tofir* of 
thr painting I drridnl to rough in 
MM*r irnrr of light diitiibulum. 
rhoodng to place emplmru on thr 
lum'i brail and tbr uinwt polthnu 
of building faredri thr barer tn>r- 
lion of tbr painting u om iiatlwd in a 
faint tint of fWtian Id in- to tuggril 
a haUnnt uhtch. in fart, dr i eloped 
from the hunting firrrrarkem. I 
ul mi begun to dim, in tomr of thr 
Minoun.'ling building! and indiralr 
tbnr appniitmalf prrijnrfiir. 
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Step 3. The kon$ head w an oroalr. 
papier-rnac he iinvtnn-, cvlurfuBp 
Jri if ulnl a l/A laur/i, fnngri. 
paint. end cloth hath The total W> 
prrMWiN la oiw <*/extreme butifnra. 
and to i il>rant in .pint that it ran 
eauly ilomuuxtc the full mini: \t ith 
thii in mind. I frit M heat to begm to 
•uggnt ih iminil m order la better 
relate and halamr the tui rounding 
rlrmmit\ 


Step 4. Hating deurthed tin- pen 
rrJ nut toning of the lion aiuf Ui 
tun attendant lie nrm I began to 
poaUkm the flgum in the uaichmg 
mm tit ntuate.l In-hi ml barricade! 
Once I fell the grouping of figure! 
nut iuAi.tr> 1 / along nilh 
Mont of pennant! and flag! tenting 
onrrhrad. creating a complemrntary 
•triur of color and mmrenmt ir 
teemed tafr to return to a better 
ilrfinihon of I hr gprallng head I 
aUo randomly t/mttnl in mud/ 

•troL i of o/au/ue ubttr to tuggril 
light flickering and dancing acnn* 
the entire turf ace of the painting 
At thii juncture I fell the painting 
uau complete rnrmgh to add m,j 
real. name, and date along the 
right-hand cdgr 



IU IIIIIM»L W*11IIU»UJ« TtLHKIQtD 
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Stop I. Brrtwr thii lurnpoiition 
uat uneompUralrd. I began the 
painting promt utth wm firm- 
ne u. without fmr of tilaldithing an 
arra of etdor that uould nrrt too 
mtnh pull on Ui tumui tiding form 
■\ crinkled noth rffrct compriird of 
ollte green. yrlion ochre. anti 
burnt umber u oi plated into an 
arm corrrutg outer than half of the 
lurface u> hr painlrd Thu form 
nhrtl thin mtaril toward thr Uiyt 
right-hand comer. tuggntmg thr 
angle of the land direction 

Sirp L Thr crinkled pope r it at al- 
lowed to drv. then rrdampened in 
order to add the foreground non in 
the It met left-hunt! i tinier Adtb- 
tkmal darker accent i were uorhrd 
lnili> the larger 'nan to iugi)rtt 
ihadttuy tlrptht h Hotting thtn te- 
quenee. I mounted the i>niurmg to 
glia myielf a muwlh working iur- 
fote faint u a tin i of cadmium nd 
light u*rr added la the tier mtiri. 
mid the tame color u a* i nrd to de¬ 
fine hath the foregrtmntl land form 
and the ikitant range of httti. 
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Step 3. U Wwi of Pnutian Uur 
itrrr *trvkrel purr part* of thr tree 
aMuri to accentuate thr rtiunJnru 
of thr firm* arid In iuu) r»# a dis¬ 
tinct am/ thadnu rffrrl in thr arrtu 
away from thr light Fto* mw 
color aat uadvci over thr /anr/ 
form*, chuufng thr red bare Io a 
softer jwriJr, l/«A the Jfarrgnr m#i/ 
color rtaJlnfi deeper In ta/ur f/ian 
that itf thr fir Imhurowul 

Stop 4. A httlr mote ml irai till dot! 
to tnr fi»p of ihr fiJiagr mu to 
•M££ri I o uonnrr light clou hull- 
ration* of a *triding figure uere 
viocrd onto thr lourr foreground 
land an a hat bridging ami owr> 
iairiMiig min f/w Ikm Lgnnoul man 
0/ /ilfl» VliunHu. rhli more ilhtmctlij 
irpamtrd the (ortgrrmnd from the 
land (W gradually rtctdet Into 
thr di%t tin r r/if air of tl*r figure 
alto helved to determine the t rale 
of the total painting. 
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Rrturaiag iftnithrd pjintmgi. /5* t 21"(M x 53 rmnJUrttn n Mr and Mn t.unUr Hrvcki, 
Kohmah, \n r fori The figure ■<«> drteloprd in final detail « ilk )utl a touch «>/brttflmf color 
in l/» fcul The remaining juirti <>/ (V /feurr nrr «v*rr rrttratnrd In mirnrily hut draper in 
talar to matty the tmpmuon of JuuJ,>u 


hjUtos Matofi* 


ii» omkvtal watcmx mm tf.cnmqv« 


UrhoboaocMch QOSCl 







Truubadour. 8W* i U V <21 x 29 
cm >, eoUecthn Mr. Ben F Run- 
mrrftrU, TuImi. OUobiM Hr 
«hM» of tight u I hr mart i ignifi- 
cant itipect of ffcto painffap. in 
which the thaihmy substance iff the 
horwman pluui a wii.Wary rolr In 
hit irfllni: The effect of filtered 
nmlighl k«i at hand by firit ennk 
hmg Ike paper, then tightly bruth- 
tng ihr upper pnrtuin train a irath 
of dire green After the Maas 
paper war mounted, I fotowed with 
a noth id prlhw ochre ami rad 
mi urn yrthne baht to bang up the 
bdrntjty a little The loner miction 
not rfjetinl through a nunMnatton 
of fraiiMn hiur. huntf mmxhcr and 
raw urJn-r. Highlights m this area 
were fil tni up kUiik the back¬ 
ground etdon enmhinrd with 
opaque u hue of tarinai dentine. 



l-ntr Summer. ST « 2t? SO t M 
ml. eaUeetii'n Mr anrf Mr*. 

L llrami Delafirld, Sew York. A 
t day in lale September .iiggritecl 
thu retting to me I u ante it to 
create thrfcehng iff heat In arldtt ton 
to light The emotional content, m 
my mind. u«u tiedgmd to ■uKC'il 


n,lay of. 
hh h hut h 


•murrain, I eiiiiQ treated the nAort 
deepening the umber, on the left 
and heightening the ii.ten.ity of the 
red. and orArri im ifcr right An 
due green urn uteil throuuhout 
krrjriitg my palette within a totally 
(atm inner of color. The onlyund 
note to founil in the luff. Inmtrrt. 
CianpotUumally. I felt (Ah scene 
could hr better rifdained in a large 
terlkal rectangle rather than a 
horizontal formal Thtt aUincrd me 
suffh Inal >|mm a- to ihielov the huer 
tree maa on the left for heightened 
contract again.! the unaU figure 
and the brighter, hut matter, 
fdiagr area im the right 
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Sunday an Mott. H" t .Iff HI r HI cmcadmtnn Vruniw ( Wong. Vnr York Arrhitrrtimt! 
ilt (truth n along tttih iJiimii ilrong penptcilcr , unit d< ratioa i madr fhit jm mllut; iliffimft It 
rxrrutr I had a irty «!rm mrntal Imp' In mint/ ami thr trair of ammml I mil trd to rtrttte. /ml 
thr ami to hr itrurluraUi/ accuralr alomit forrrd mr to (roir dm< n my rathrr nr and nmrrjif 

H'nrilllf nn t Iwigr ihrrt of iwnnhW How |W|rr / ilurUil In com)* mil thr firm*, nunc a 
ft nr taldr brudt dipped m a neutral mixture of ahre grren and burnt timber / hod to 
rt «nf t/n trmptallm, t « tmludr all tkr d, lath, tika h I am pronr to Uuludr. hopbig f/.»» »u«/il 
tllte mr a grrolrr unir of nrurity oner tlv painting promt lagan M’hrn I itartnl to rad In 
thr hrgrr amt* tilth nJo* I Irird In krrp in numl thr rffnt of light ami Iti uauir In or,Ur 
not to mvrjwlnl on imi that myfcl >V hrttrr defined if left ilrtumBy unpointed. I alio kept the 
lute nun, of my rcdiio morr molrd than I uiml'u do at thii it ace until all thr turftur area 
urrr explained. tcrnluaO y I Irudl up mu colon in both color and mfranty. untd f/irrr isi no 
i/fi.rln falMI ItlMNMtMfMI 1 1 n thr fm r uf th, limiilorg rn tL lift 

ood In thr deep rr m« of the itrret 

Final li'urhr* inrludrd rxtahkJiing tfr effect of on nrrinul liy Htt/i u /mtrh of blur to 
utggr*t thr pocobdiiy of a iwiny day. W indoiti urrr accented to ronrry Ai»fA depth and 
rrflrrt kin. depending i n lArir luraltn in relation to either thr main light l m nr or a mo- 
dory tourer. I «<*» i/ultr pleated ulth thr mcrall im/ioct on thi* pointing, frrllng that a nice 
ho hi in r um effected lulu mi mu, ml and tlnuturol an urnry 
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Coutli oitimi on Collar ine Slitrl, If i If (30 i 40 < m I. udlcition «>/ /to arful (n ihWiiij; 
urtotn toiu/trapr*. iKrtuniirly wton /to tornr it uuitoil in clear. Arr e t 1 runnn/ retii/ 
/to fenuifMlM «/ jpun«; my rotor* guile /iifl in/rnM/y / toe an rtoi |WMII« by deMmrattng /to 
hrtMiil (mi mine a rery lieto, neutral rotor liruih line Berautr the focHt of I to* jnirfimtor 
trrnr (ay la (hr InoLitng under i cnu/ntc/ton. ■<•(/> id brightly rotoeri/ tlntr/amf mririton. I 
ilrcidrd fir it to uath In lightly (to plunging icrtual mail of /to rtpotrd hnck naff ira>lla£ -'«» 
fta/ Ini tiding Comporttlonallv. (hr i<aintmg at turned an imerted T na/lcuraliin <u /tot 
fargr color matt. i»< Njny/mj /to (reflra/ rrafer area, deepened M ra/nr // hrtamr o to tom 
iirir'iri/ia/r/y /to*/ I to vehicular traffic la /to jenrerount/ um ruen/la/ in amri/inc (tor rery 
emphatic dotintcard mtnemrni in rommUfme mytrlf quit early to /Jill iarijr (tort plane. It 
uat. of (Mine. nnTuoru l« rifimliu /to nanfw Height to deirluptng (to uoromu/lni: forint 
Ingh in color tntmnty and i artrfy of thapri 
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Dtyvrt Ifcip'. tTT x (25 r .H rm , nJUrtum of I hr artitt 
Thu «i?mlf pa tut mg. minimH ij rum rim/ «i w Difiiliwii i aril '*>• 
prored to hr on/ n/ my «i.fr /to/adar jnMfiiiti uhrntri rihilittnl 
mrf Mr paif ^ir yrwri ll darted Indltf — at (rarf I thought — 
h lu-n I tlrtithd hi ennkL • only ifcr bottom luJfof tlu imprr Iti <■ r.|rr 
fu Arr|» f/«r np|jrr portuai iotai/v tmnriJi. I frH thix IPli Brit wary in 
nnirr /(i /ay in * »rry /igfcf »4y u«M of neutral lalur in nhkh I held 
out tlir in. njn il«n I plrjrnl a roflu-r irut p uaxh of rmlnuum rrd onto 
thr i-rinkk d portion anil irmrii firu*»iiirj#.-.'y / /«*«/ acrretaUd the 
color tntanaUg X muthrhxx I tdhmrd il hi tbti and pnnrrxhd to 
oumnt it In tripng to xululut thr nrd. I hrgnn I" 1*1 •> nrrtrx of Prtu- 
inm Itlmr iradtrx otrf thr ml Ai H turned out the 14-ir dl l nrnt- 
rwlbr tin- pole my of tin ml ami of thr mm- limr. filled m the n hitr 
arra* It ft l<y thr «linlliixg utth a nu e tleat noth of Wi» 

h, h ig conxttlrrMy heartened In/ thit m tarry. 1 - tuned m to thr 
tky arra t win it faint tint of Prnulan Urn nimlnnrd irrlA burnt 
umhrr. I uaditd In tin upprr |h<rltm. hMtug thr tirrlr fur thr 
iiHKtn tt'Arii fliii third I theiihd thr h hitr lit n ■•/ thr wkhi «un- 
I i axled too ninth HI th thr uthlL »>/ *»| thr Uy. w I /minted another 
•taJi orrr thr rnltrr turn, unlading thr main Thi « bmugj-t thr 
ttdtM nlatkmxhip rioter together Thr final ttrp tea* jwmhnc thr 
fllgfxt of htnit in a /mttern mu«ins nny fnmi thr n-«rr am/ touanl 
thr noon Tht* ■« lion/ in ii/mt/ur colon n nmJnnnlion of n httr 
irtth faint tuurhcx of hho 

Mjriit I light tlnttaa,), 21' t 25"(S3 . M cm), coUretum Dr trui tin. 
Ian tan P rough, Set r York. I approached I hit /minting with a ragur 
roncr/it in noul. prrrtir inJy in kmneing thr feeling I u tinted to rup¬ 
ture ii ditch i rat thr mood of a lair liny Hi ir Inter that ronlnl'trd an 
arlirilij iMQQrtffng ui.rmth I finally willed on kite fhjtne in fin' late 
ilftcmtfui mi a barn n ftrld The it a ad of I fret Innlrnng that firM 
gut u hut* too hratp too mtoti. uhuhfortrd nr I" fain thr acihUi/ to 
thr loner right and /doer thr figaret In nth a /nuMon that a tritnegu 
tar lrr.i»m iiuukl matrriahu in tluir rrUtumehi/i to thr lot niton of 
the kite. Thit helped in doming attention from tht m-enuag im/ntr 
lance o f the tm mu 

Both tlu field otul tlu I err nrrat itrrr tlct rlo/ml through lie utr of 
. nailed pa/ur Her field r4i ; minlrd In irtrial itaiy* I fire! plarnl 
•Jltr cm u yiHtnr ot her, tinJ burnt umber iraMn m a • puffy pat¬ 
tern. limine other uniii tmt orvrrd . I thru urn hed oter thr enltrr 
field nit It a tint of ml fJh-urd ly a irry drill air Prumian Nor. Thr 
mult utsjirMtd a muted. thutUnerd field, irith a toft /mr/diJ, haw 
r nine Irma Iti airfare, Thr thy ira> aim uathrd in nrfliy nith three 
•amr coiort 
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9. MOUNTING 
AND FRAMING 



lliiittrrv I S' t IS" i M i Cum ■ .Jlntion of thr irtiil Tim Aiinlrn invimc l/lrtr nuy finrmri/ 
fcwiwr on »V ilounuard dopt of a Airt on- ,i!h.>urthd acum.f fV light of a irtting mu TV 
liorirMRi! of forrground firm* Indimtn a hr finning dutttng of imiu’ and thr nmlaf of 
tul/lghl In a i*imllng u« nnnpotlllonall^ ilmplr m ihlt mntmf >nu>r hr drirloprdlo Ui fiJUtt 
potrntial Thr forrgroutu! mm, .«rri» pying hto-thtrdl of thr painlrd turfocr. tern hrukrn up 
with hrarwr maitri of rtpotrd rock fonm. uith fiarliruhr rwipham on thr ihapr in thr lourr 
Irfl-hand cormr It nm I irhhrratrly tillrd upuard to offtrl thr dounttttrti ungtr of thr hill 
llnutt*. thr dof u«i poiitlonrd looking to thr right lo hring thr linear l atti ’itlorn hark Into 
thr cmtrr of thr painting Thr fu«> haulm. .iff/.-i, >ch placrd to thr ntmur It ft rdgr of thr 
/minting, an *ttiding to thr right, uhirh mUrriii thr ryr info thr mum puiurr arm 
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T IS NOT unusual to see an (■«• 
liilntion-quality u Vcitoloi sutler mitllroK through poor presentation This m« be 
the result of imlifTeient and carries* matting. iiiuuiiting. or flaming. It is nrrdless 
Iwcaitse (lit* artist/traHsmuti 'Ik m111 fidlow through in meticulous iletail until tin* paint* 
mu ii IiimIK (iNilaiinl a«i irah lor hanging Each step ilmukl In- under Iiii control. 
IwuiM' i-jcli itfp bai> a Ai«t I waring on tin* v isuul success of the painting While it k 
imiKilih true that a IiunUiiw presentation nil I not vne a pi mi painting, it Is also 
I iw I kit an indiAcreiil prevrutatfou mil hurt a gnud (Minimi: 

I’ve also iiH.linli.tl m this chapter some thoughts on setting up oars studio. A 
very 'uk.ft.ii olt'i'i\atii >ii ini mv part i> tlial w itmnloiHt* nvtti to tnaiiil.iiii very 
iii*al. urAuiuiil Murk urn. Hiivumt, I iiu\ la- tlw exception. Hit idrvis I nill project 
to mil concerning your studio 'etup nill. llwrrliirr. la- morr a caw ol nhat I woukl ilo 
if I hail it all to ilo over again. 


MOUNTING MATERIALS 

A Western vsatcrcoloi I* not immiiiIi-iI but is simply pasted to tlw kick of a mat and 
tlwn framed. However. a (Minting tlonr mi fragile. Oriental jaqier mint he mounted, 
nlia li is a |irmri» noil In gtsr these delicate pu|a-r\ more |wotc« taxi .mil nuin \uk 
'lance fur handling These are thr lu*w material* tou should lane at hand for the 
mounting process 

1 A oiH'-|M>iind paiatr of wafer-soluble wheat |kutr '.wallpaper paste obtainable in 
any lutnlw are stive). 

2 A haft- brush 2 or 3 inches wide for paste application 

3 A Chinese brush eiiHWiiH of several round p unt* <1 brushes doweled together to 
form .i wide, snft-li.iii edge to hr use*! fnt smoothing out the (lamting wr Ckiptei 
1. "Biushr*”). A 3-inch hike InusIi i.ui Iw a tusl substitute 

4 One sheet til I«K1 iaK. one-ply. mat Imard m illwsliatam IhmiiI The sirr <4 this 
mmintinic hoard should Iw at least 1 inch larger uD around than thr painting 

5 One sln-et of H-iixli plywi«id lain- enough to arcoiuioodalr. tlw abosc-descrilmd 
mounting kiard. 

t» On*- mil of gutiiimd pa|N-i tape, IH Inches wide 
7. Several large shorts of newsprint. 

H Push pins nr tlmmlitack*. 

9 Plastic statei spinsri or plant inislrt 
10. Hm in ahsodwnt tissues. 

MOUNTING AND COUNTERMOUNdNG 

In any wet-im anting process, it is always a good klea to counteruKMUt In order ior the 

□ ituig to lie ilit and not curl. To do this, it is nccrss,u-\ to cquulirt- tlw tension on 
i the fnuit ami bach nf tlw mounting Ixiiinl by pasting a sheet of the same Imd of 
paper on the reverse side. 1 prefer to counter-mount first and then follow In mounting 
the painting. The process is tlw unr I prefer this sequence because it allows me to 
finish with the painting face up and v isible at all times during the drying process The 
steps in mounting are as follows: 

1 Fill half foil of water a howl Urge enough to accommodate your wide paste brush. 
Sprinkle in the paste piwilei gradually, stirring it at the same time tu break lip any 
lumps. .Add enough paste until the mixture is smooth and creamy m consistenry. 


mocntim: s\i> rnwiiv. is* 




Bade Tools, f or va at rutting the 
baric tool i are unite umim if dueled, 
the mini ini|Nvfmi| bring Ifrmi A, 
(fie nut knife. C, the hand damp, 
and G. a brain, ihiifrn «/rr/ 
ilnaghlrdgr. The rrmfliU'lc (mill 
are fairly mourn in gwAn arret- 
tone* 8, a f wfiiorr. L and f. a 
uft prni i! and crater Tbr 
an Intri i t rule /). is n nrr* r/)fl- 
rim/ uu/rumml /nr acrtirulr mew 
urrmrnf hetauir the rdgr u nrf 
sharp and flat. It uiU hip in clow 
contact with the turfacr , permitting 
p recur penrd marking! 


Cutting Settled t-dge. After the 
hide hat hern d riot a on tin- atal 
hoard using the architect's rule 
and T-u/uare. the lawn] •« placed 
onto a wrap pin* of L'pion In nod 
uhich li a hraiirr fi her la anil than 
the mat la and M/ikr »urr the 
I '/imm hoard it directly hrncatli the 
cut you internl to make brine thru 
tun piecet of lamrd l» lV rage of 
pour uork laUe and fine uuur it eel 
ttrnchti 'kr preriwlp In the pencil 
guideline for pour fir it rut ( V the 
hand damp to tight Ip ~ sandwich" 
the tleel edge null hoard. ( ni>i| 
hoard, and uork table together. In 
ihit dluttration putt trill note that a 
herded rdgr ii M|( rut into the 
fact of the mat hoard rather than 
the hark hr: amc the wider fiortiim 
of the hoard It to the left i f the ilerl 
edge 


Finger PlatcnK.nl. flu left hand u 
pbu t il on the ilerl stratghtrdgr 
uilh finger* spread to hold if finijp 
In idacr The imall finger ami ring 
finger are on the Inmrtl unfair fin 
halencr i. loir the thumli and other 
finigrri apply the nnenary fieri- 
mrr. The upper dnsuing of the mat 
knife dlustialn the position mril 
foe a itratght cut. white the burr 
droning ihoui I hi■ knife ranted to 
ihr right In rut a herein/ rrlgr 
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brads and tap into place. You should have a pair of L-shoped forms after time* opera¬ 
tions. After dlmin( a few luinutes for the glue to dry and lake hold, remove the 
sections from the clamps and place them on a fiat surface in their proper frame post 
lion. Nmr check to see that these two units lie completely lush to tlir surface. If tlicre 
is mt wobble or tilt, it means that the pieces fuse been improperly cut or joined, or 
the molding is warped, and the frame will base to be remade. While the frame can hr 
assembled with this built-in warp, you will find that the frame will not sit evenly to 
the wall when hung, and one corner will always be awkwardly raised from the surface. 

Aftei llir frame li.es I wen stares* fully joined, use yon nail set to punch I fie brails 
vhghllv lirluw the surface of the wood at each comer. Fill these holes with a small 1U1 
of wood filler and. when dry. rub it with sand pa pci and steel wool to form an evert 
surface. Hie frame can now be finished to complement the painting and mat. 

ASSEA*£IING PROCEDURE 

Tile component pieces in a finished painting should inrludr these items 

1 The mounted punting 

2 The mat. either single or double 

3. Clazing material, either glass or plastic 

4. A protective hoard harking. Corrugated cardboard is usable if ft dors tuft come in 
ilirect COIlM with the HMml 

5- Frame. 

6. Protective kraft -paper dust cover 

7. Hanging book' and pk-turr-frame wire. 

6. Glass cleaner or anti-static plastic cleaner. 

The first step in putting your pointing together b to attach the mounted pointing to 
the hack of the mot. I use gummed tape which has a water-soluble adhesive rather 
than the pressure-sensitise tapes. Nest, place the piece of glass onto a ckith-covered 
table to present accidental scratches. Clean this side and place the painting, with 
attached mat. fan- i Until unto this snrCarr fnllnwml by the ltunl lurking. Now turn 
the three units over together as one unit, so that the painting is visihlr through the 
glass, then clean this final surface. If a plastic sheet » used instead of glass, (be pro¬ 
cess Is essentially' the same except for the need to first pee) off the protective paper 
before applying and thoroughly cleaning with the anti-static solution The paper- 
peeling process can he more easily accomplished by working one corner loose, attach¬ 
ing it to a cardboard tube placed diagonally across the sheet and rolling up the re¬ 
mainder 

Nest, place the frame aruund the three layers and flip the entire unit over, face 
down ogiiii. Then force small brads, k-incfi or 1-inch in length, into the inode of the 
frame, pressing downward at the same time to hokl the painting, gloss, and backing 
tightly to the frame To augment this, I also use 2-inch-wide gummed tape to further 
join I hr frame to the hacking. The tape overlaps the hrads and. at the same time, seals 
any cracks which might alkiw dust to seep in. Finally, a sheet of brown kraft paper Is 
glued across the back of the pamtmg. extending to the outer edges of the frame, for 
additional protection against dust and moisture Hinged picture hooks, rather than 
vim eyes, which protrude too much, are then attached, and multi-strand wire is 
threaded through each hook Make sure the w i re does not estend beyond the top 
edge of the frame when supported from the center. The painting is now ready for 
display. 
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THE STUDIO 

Probably the most critical need in any studio arrangement is space Compared to 
working in some other media, the actual painting of wntercokus requires very little? 
work space. It is all the attendant elements that seem to require space. 

I base two basic tables, one for painting, the other for mat cutting and framing. 
Both are 3 feet by 6 feet in sire. Tin; work table is looted in close proximity to a water 
sourer* and placed In take advantage of the north light There are also iWrrsiem and 
incandescent lights osrtlu-.nl fur tlnise occasions when I woik into the late afternoon 
and early evening. The combination seems to be fairly color-accurate lighting for my 
work. 

fax-ated between the work tables, with aisle space at each end. is a Urge storage 
bin, 6 fret by 8 feel by 4 fret in sire. This unit b<4d* finished and fr.unrd pointings, 
sheets of I'psam baud, packing materials, and miscellaneous pieces of Hiatltouid Ad¬ 
joining the work tabic is a large steel cabinet containing five drawers large enough to 
store full sheets of matboard and other art papers. This metal unit rests on ii low table 
mounted on casters and also has two shelves for accommodating rolls of material 

Finally, there are two drawing tables with tilt tops and parallel rules attarhed to 
both. One tahle is S fret in width and is used primarily for measuring large mats. The 
other, much smuller m sire, is used for a variety of art activities. An easel on casters is 
used for occasional touch-up painting but more frequently for display and general 
viewing during the painting process. 

Any studio arrangement will pmhably l«r determined lay the I task' needs of I In 
individual artist. I think I lie main consideration should be the placement of all the 
essential units in such a way that related art activities can be handled with a minimum 
of movement. 

While I hesitate In eall my studio a haven, it is comfortable without being «lis- 
tracthigly mi. Best of all. it gives rnr a seiy functional work environment 
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Oriental 

Watercolor 

Techniques 

for Contemporary Painting 


Frederick Wong 


Many modem watercolorists are inspired by the magnilirent oriental tradition 
oi painting, but find R difficult to work with Asian tools, equipment, and tech¬ 
niques In this practical and Innovative guide, noted American watercolorist 
Frederick Wong oilers Ns unique perspective on uriental watercolur (lalrtllng. 
guiding! be reader to a deeper understanding ol Rt age-old methods Artists wi’l 
not only learn about an extraordinary variety oi brushes and their uses, l>ut 
will also examine the unique character oi watercolor papers, wash techniques, 
stnikrs. and special effects used to achieve the tones and textures perV< i«-.t 
by Far Eastern masters 

Fjthanring Ihr teat are IH8 illustrations—38 In color. These Include precise 
diagrams and Illustrations ui oriental painting toots and equipment, i istruc- 
llve dose-op details nl trees, skies water, snow, and architecture: and detailed 
step-by-step methods demonstrating how the author achieves his haunting 
atmospheric eilects when creating Landscapes and cityscapes 

Wat etc egotists at all levels nl expertise In search o( Ideas and new met fa ah. 
will llnd this guide not only inspirational, but also rich In technical secrets and 
creative possibilities 

l.'nahrkfged Dover (2000) rrpuhltcallon oi the work originally published b> 
Watson-Cuptill Pubitcatlons. New York, 1979. 150 black-and-wNte I lustra¬ 
tions. 38 color illustrations on 24 plates Bibliography Index 160pp (ft x It 
Paperbound. 

ALSO AVAILABLE 

Ti» Cosstm CaiUdUfWtJt, Frederick Wong IMpp *» x II 407I1-X Pa. il- i' 
Tectvre V® DtTAJL n WODKDUMt. Richard Bolton KJKpp Hi x II 

Punting Pursue in Wsnxruux*. Karen Simmons. 128pp. 8k x II. 295H8-7 
Pa. 115.95 

Free Dover Fine Art and Art Instruction Catalog (582*3-3) available upon 
request. 
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